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A B S T R A C T 
Over the yea r s , John Kea t s ' s unique imaginat icn 
has been p r o f u s e l y s tud i ed and ana lysed and c r i t i c s have 
recogn ized mythology as one of the major i n f l u ence s on 
h i s thought and imagery. The present study attempts to 
e l a b o r a t e t h i s aspect f u r t h e r . 
I t c o n s i s t s of an assessment of h i s poems, both 
mythic and non-mythic, in the conte>± of the poet ' s o'.-m 
mythic v i s i o n . I t throws l i g h t on the sub-stratum, of 
mythical themes tha t lend coherence and un i ty to the 
e n t i r e range of h i s poet ry . I t e l a b o r a t e s the conv i c -
t i o n that mythologiz ing comes n a t u r a l l y and e a s i l y to 
Keats . Like a pagan from the mythical Golden Age, he 
f r e e l y r e - enac t s , weaves and at times even c r ea te s new-
myths and thus e x p l o i t s f u l l y the a rchetypa l power inhe-
rent in h i s ma te r i a l . 
Kea t s ' s use of mythology i s persona l and without 
any e x t r a - l i t e r a r y des ign . Keats b e l i e v e d that the a r t i s t 
does not prcceed to the root of a l l f e e l i n g and impulses 
by the s implest path. His a r t i s t i c i n t u i t i o n leads him 
to the elemental forms of nature and human l i f e incorpo -
r a t e d in mythology. Keats 's doct r ine of Negat ive capa -
b i l i t y supp l i e s the base f o r h i s mythic v i s i o n . Myths 
<1 
r e c o r d the primary unconscious process of shaping human 
responses to the v a r i e d cond i t i ons of l i f e . I n s t inc t 
se rves as the ch ie f g ene ra t i ve agent in Kea t s ' s mytho-
l o g i a i n g processes . 
^tythology provides him with substance not only 
f o r h i s poetry but a lso f o r h i s ph i losophy . I t l eads him 
to a deepened understanding of man and the un ive r se . He 
i s a t t r a c t e d to mythology and mythologiz ing as the very 
means of comprehending and communicating h i s a r t i s t i c 
expe r i ence . The two systems of mythology that have 
i n f l u e n c e d him in p a r t i c u l a r are the Greek and Roman sys -
tems. Traces of B i b l i c a l and Hindu mythology can a lso 
be found in h i s poetry. However, he does not r i g i d l y 
f o l l o w any g iven system of mythology. He r e t e l l s myths 
as though they are h is own c r e a t i o n s . This g i v e s him the 
l i c e n s e to f r e e l y mingle the d i f f e r e n t systems, to add or 
d e l e t e events and inc idents wherever i t s u i t s him. At 
t imes, he even breaks the b a r r i e r s of time and f o r the 
purpose of express ing an idea c l e a r l y , he b r i n g s together 
d i f f e r e n t mythologica l stages and presents them as co -
e x i s t e n t . He f r equent l y i n t e r k n i t s sma l l e r myths into 
the framework of the major one. 
It i s po s s i b l e that Keats was not always conscious 
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of the f u l l p o t e n t i a l and re l evance of every mythic 
image, a l l u s i o n , and archetype that he used in h i s poet ry . 
However, as mythic images and archetypes have t h e i r own 
unconscious o r g a n i s a t i o n s and design, they were e a s i l y 
and e f f e c t i v e l y absorbed into h i s poetry . 
Keats ' s long poem Endymion h i g h l i g h t s the p r o -
found s e n s i t i v e n e s s of Keats to ancient mythology. The 
quest of Endymion can be de f ined as a venture of the 
p o e t ' s mind into i t s o'/^ n hidden depths. I t can a l s o be 
t r e a t e d as the quest of the poet f o r h i s medium as w e l l 
as a e s t h e t i c g o a l s . Keats ' s second epic Hyperion i s a 
mytho log ica l e l a b o r a t i o n of h i s own poet ic d e s i r e s . 
Keats ' s b a l l a d s and romances are a reworking of the t a l e s 
of r i t u a l o r i g i n . The dom.inant mytholog ica l mot i f s of 
h i s e p i c s can be l oca ted in these poems a l s o . The he ro ines 
of The Eve of St. Agnes and ' I s a b e l l a ' are chaste and 
v i r t u o u s women and represent the bene f i cent aspect of the 
Great Goddess who i s one of the mytholog ica l d i v i n i t i e s 
whom Keats e s p e c i a l l y r eve res . In a s h i f t , she becomes 
the death -goddess . The heroines of Lamia and ' L a B e l l e 
Dame Sans Merci ' represent t h i s e v i l aspect of the Great 
Goddess. A l l f emale f ami ly a s soc i a t i ons can be t r aced 
to he r . So deep was Keats 's preoccupation with these 
c 
rorrantic archetypes that he t r anspo r ted them into h i s ovm 
s i t u a t i o n . In the poems addressed to or i n sp i r ed by 
h i s be loved Fanny Brawnv the same mot ivat ions are seen 
at work. Fanny i s c a s t as a cha rac te r in h i s l a r g e r 
mythical p l o t . 
In the major odes, the Great Goddess appears v a r i -
ous l y . She symbol izes the g e n e r a t i v e s p i r i t behind a l l 
c r e a t i on . Keats i n s t i n c t i v e l y pe rce i ve s the communica-
t i v e re l evance of c e r t a i n ancient d i v i n i t i e s of h i s 
a r t i s t i c purpose and through t h e i r f i c t i o n a l i z e d e x p e r i -
ences he seeks de l i ve rence from the opp re s s i v e f o r c e s 
that l im i t h i s own c r e a t i v e p o t e n t i a l . Keats seems to 
adopt Apo l lo as a persona l symbolic de i t y . Apo l lo occurs 
in h i s poetry as the emlx)diment of a r t i s t i c i n t e g r i t y and 
the h ighest form of beauty. The f a t h e r - f i g u r e too, has 
a s p e c i f i c s t a tus . In a l l s i t u a t i o n s , he extends support 
to the quest of the younger man. 
The archetypa l green bower has r e g e n e r a t i v e conno-
t a t i o n s . I t i s l i nked to the death and r e b i r t h of vege -
t a t i o n . In Keats ' s mythic v i s i o n i t comes to represent 
the constant ly changing s t a t e of man. Trees , in h i s mythic 
v i s i o n , are the immortal h i s t o r i a n s with o r a c u l a r proper -
t i e s . Water r epresents the l i f e s p i r i t . A i r represents 
the s p i r i t u a l ascent that recharges the i n t u i t i o n . The 
f o u r elements, ea r th , water, a i r and f i r e a re used to 
connect the mortal and immortal wor lds . 
Poetry f o r Keats i s not the mere l i t e r a r y rende-
r i n g of ideas but a comprehensive c o g n i t i v e c r y s t a l l i z a -
t i o n of r e l a t i o n s h i p s of l i f e i t s e l f to a l l i t s primary 
form,s v i z . the elements ( ea r th , a i r , v/ater, f i r e ) to 
l ove , to death to a l l the agonies of the human hea r t . 
Mythology serves as the sensual and f e r t i l e metaphor f o r 
h i s poet ic v i s i o n . 
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Pre face 
Over the yea r s , John Kea t s ' s unique imagination 
has been p r o f u s e l y s tud ied and analysed and c r i t i c s have 
recogn ized mythology as one of the major i n f l u e n c e s on 
h i s thought and imagery. C r i t i c a l concepts have l i nked 
a l l mytholog ica l a l l u s i o n s to the v e r b a l and v i s u a l 
sources a v a i l a b l e to the poet . The s i g n i f i c a n c e of the 
p o e t ' s mytholog ica l imagery has been g e n e r a l l y ana lysed 
in the l i g h t of the c l a s s i c a l t e x t s a v a i l a b l e to him. 
While acknowledging the va lue o f such works, the 
present study attempts to e l a b o r a t e t h i s aspect f u r t h e r . 
I t c ons i s t s of an assessment of h i s poems, both mythic 
and non-mythic, in the context of the p o e t ' s own mythic 
v i s i o n . I t throws l i g h t on the sub-stratum of mythical 
themes that lend coherence and unity to the e n t i r e range 
of h i s poetry . I t e l a b o r a t e s the convict ion that mytho-
l o g i z i n g comes n a t u r a l l y and e a s i l y to Keats. L ike a 
pagan from the mythical Golden Age, he f r e e l y r e - enac t s , 
weaves and at times even c rea tes new myths and thus exp -
l o i t s f u l l y the a rchetypa l power inherent in h i s ma te r i a l . 
Mythologizing i s an e s s e n t i a l component of h i s 
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psychic and c r e a t i v e processes . As i t i s d i f f i c u l t to 
separate the p sycho log i ca l and b i o g r a p h i c a l elerr^ents, 
there are junctures at which the poet and h i s hero merge 
in to each o ther . The p o e t ' s own ejq^eriences are woven 
into the f a b r i c of h i s l a r g e r mythical p l o t . I n f a c t , the 
mythical mode serves as the deepest and most f e r t i l i z i n g 
source of p o e t i c energy. 
Kea t s ' s l e t t e r s have been used as the t e s t imon i a l s 
to these ob se rva t i ons . Relevant passages have f r equen t l y 
been c i t ed . They h i g h l i g h t the f a c t that Kea t s ' s use of 
mythology does not suggest a d e l i b e r a t e contr ivance f o r 
the sake of mere poe t i c e f f e c t but represents b i s a r t i s t i c 
response to the wor ld around him. 
I have made use, where appropr ia te , of S i r James 
Georga ? r a z o r ' s The Gqljejn Bough, rfebert G r ave s ' s The 
ffl^lta Goddess and Joseph Campbe l l ' s The Hero .With a 
Thousand Faces. A number of myths have bean c i t e d in 
t h i s study. They are based on ve r s i ons o f f e r e d by 
Thomas B u l f i n c h ' j _of _?able, Char les Mills Gayley'i; 
Myths _ln _L1 tqratu ra j in _Art, i ^b s r t 
G r ave s ' s The Greek r;jYth3, H . j . f u s e ' s A Handbook of 
L i t 3 r a t u r a . 3 i r Paul Harvey ' s The Oxford Companion to 
iii 
C l ^ S 3 i ^ l _ I ; i t e r a t u ^ and Donald i^acKenzie's Indian Myth 
and Legend. 
In the preparat ion o f t h i s study I have r e ce i ved 
help , cooperat ion and encouragement from many qua r t e r s . 
I owe a deep sense of g r a t i t ude to my teacher P r o f e s s o r 
Masoodul Hasan who with h i s keen i n s i g h t and amazing 
p e r s p i c a c i t y not only guided me throughout my research but 
a l s o gave me immeasurable moral and i n t e l l e c t u a l support . 
In the same vein, I must acknowledge the cont r i but ion of 
P r o f e s s o r Azizuddin Tar iq , Chairman, Department of Eng l i sh 
who he lped and encouraged me at every s tage of t h i s t h e s i s . 
I would l i k e to thank the s t a f f of the Seminar L i b r a ry , 
Department o f Engl ish , A l i g a rh Muslim Un i ve r s i t y , and the 
s t a f f o f the Maulana Azad L i b r a r y , A l i g a r h Muslim Un i ve r -
s i t y f o r t h e i r generous a s s i s t ance . I am extremely 
g r a t e f u l to the B r i t i s h Council L i b r a ry , New Delhi and the 
American Centre L i b r a ry , New Delhi f o r promptly making 
books and r e p r i n t s of a r t i c l e s a v a i l a b l e to me. I must 
a l s o thank Mr. Shafaat A l i Khan, the t y p i s t f o r h i s prompt 
and e f f i c i e n t s e r v i c e . 
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CHAPTER I 
The Mythic Modes i n L i t e r a t u r e - A B r i e f Survey 
(From the Renaissance to the Romantic Per iod) 
Mythology i s the legacy of the o r a l t r a d i t i o n of 
concepts and percept ions l e f t behind by the ancient c i v i -
l i z a t i o n s . In f o l k - t r a n s m i s s i o n of the d i f f e r e n t myths 
through the d i f f e r e n t ages, complex p sycho l og i c a l p rocesses 
have i n s t i g a t e d t h e i r — 
S p l i t t i n g , displacement, m u l t i p l i c a t i o n , 
p r o j e c t i o n , r a t i o n a l i z a t i o n , secondary e l a b o -
r a t i o n and i n t e r p r e t a t i o n — 1 
The r e s u l t i s that the term 'Mytho logy ' , as used 
i n modern c r i t i c i s m , suggests a comprehensive system con-
s i s t i n g of aspects of r e l i g i o n , f o l k l o r e , anthropology, 
soc io l ogy , p sycho -ana lys i s , f i n e a r t s and l i t e r a t u r e . The 
b a s i c myths have gathered about t h e i r core mult id imensional 
meanings. They can be desc r i bed as the embodiments of 
a rchetypa l , phys i ca l and myst ica l human exper iences , as w e l l 
as the t ime less and un i ve r s a l custod ians of r i t u a l s and 
customs. For the a r t i s t they remain the continuous and 
evo l v ing medium of both i n s p i r a t i o n and exp re s s i on as i l l u s -
t r a t e d i n the f o l l o w i n g d e f i n i t i o n — 
What i s music ? What i s poetry ? What i s 
mythology ? A l l quest ions on which no op in ion 
i s p o s s i b l e un less one a l ready has a r e a l 
f e e l i n g f o r these th ing s . 2 
o 
The ' r e a l f e e l i n g ' can be equated to ae s the t i c i n t e n s i t y . 
Mythology has i t s foundat ions not i n h i s t o r y but i n the 
realm of imaginat ion . In a d e f i n i t i o n , Kerenyi i s t r e s s e s 
the supernatura l element — 
. . . an immemorial and t r a d i t i o n a l body of 
mate r i a l conta ined in t a l e s about gods and 
god l i ke b e i n g s . . . t a l e s a l ready wel l -known 
but not unamenable to f u r t h e r r eshap ing . 
Mythology i s the movement of t h i s mate r i a l , 
i t i s something s o l i d yet mobile, s u b s t a n t i a l 
and yet not s t a t i c , capab l e of t r ans fo rmat ion . 3 
The Oxford C l a s s i c a l D ic t ionary emphasises the communal 
genes i s of mythology — 
Although e tymo log i ca l l y the word means no 
more than the t e l l i n g of t a l e s , i t i s used 
i n modern languages to s i g n i f y a systematic 
examination of t r a d i t i o n a l n a r r a t i v e s of any 
people , o r a l l peoples with the o b j e c t of 
understanding how they came to be t o l d and to 
what extant they were o r are to be b e l i e v e d , 
a l so of s o l v ing va r i ous other problems connec-
ted with them such as t h e i r connect ions with 
r e l i g i o n , t h e i r o r i g i n (popu la r of l i t e r a r y ) 
t h e i r r e l a t i o n s , i f any, to s i m i l a r s t o r i e s 
t o l d e lsewhere and the i r chronology r e l a t i v e 
o r ab so lu te . 4 
The d e f i n i t i o n o f f e r e d by the Encyclopaedia B r i t a n -
jnica r e l a t e s rrrythology to r e l i g i o n — 
. . . a sacred h i s t o ry , i t r e l a t e s an event 
that took p lace i n p r imord ia l t i m e , . . . i t 
i s always an account of a " c r e a t i on ' i t 
r e l a t e s how something was produced, began to 
b e . . . 5 
A more metaphysical stand I s taken by Bron is l aw 
Malinowskl In t h i s d e f i n i t i o n — 
. . . the a s s e r t i o n of an o r i g i n a l , g r e a t e r 
and more Important r e a l i t y through which the 
present l i f e , f a t e and work of mankind are 
governed, 6 
Wel lek and Warren b r i ng myth c l o s e r to l i t e r a t u r e by 
d e f i n i n g i t as — 
. . . n a r r a t i v e s tory , as aga ins t d i a l e c t i c a l 
d i scourse , expos i t i on ; i t i s a l so the i r r a t i o n a l 
or the i n t u i t i v e as aga ins t the sy s temat i ca l l y 
p h i l o s o p h i c a l . 7 
S t i l l another aspect i s h i g h l i g h t e d by Northrop 
Frye — 
. . . a s o c i e t y ' s r e l i g i o u s b e l i e f s , h i s t o r i c a l 
t r a d i t i o n s , cosmologic specu la t ions , i n short , 
the whole range of i t s v e r b a l e xp re s s i v enes s . 8 
Thus i t i s d i f f i c u l t to g i ve a s i n g l e comprehensive 
d e f i n i t i o n of mythology. Mythology conta ins i n i t s depths 
the very ch i ldhood of human i n t e l l i g e n c e . We can t race 
t h i s down to the rudiments of the human Imaginat ion which 
are u n i v e r s a l . A study i n comparative mythology r e v e a l s 
the tendency of the human mind at a g i ven s tage of develop-
ment sub j e c t to s i m i l a r c ircumstances to produce s i m i l a r 
myths. Such themes as the o r i g i n of the wor ld , the land 
of the dead, f e r t i l i t y r i t e s , v i r g i n b i r t h a n j the r e s u r -
r e c t ed hero have a wor ld -wide d i s t r i b u t i o n . There i s no 
human race i n the records of which t h e i r archetypes cannot 
be l ocated . Greek, Roman, Norse, C e l t i c , Hindu, Phrygian, 
Pe r s i an mythologies a l l conta in these themes. The psycho-
l o g i c a l f o r c e embodied i n each of these themes may d i f f e r 
from one mythology t o the other . Mythology, hence, becomes 
a v i t a l conponent of modern c i v i l i z a t i o n — 
. . . an a c t i v e f o r c e , . . . a pragmatic cha r t e r 
of p r im i t i v e f a i t h and moral wisdom. 9 
For the modern man, mythology i s an i nd i spensab l e 
a s s e t . Though e t h n o l o g i s t s p ro t e s t that to cons ide r these 
myths as embodiments of t ru th i s a grave e r r o r , they a l l 
agree that they shed important l i g h t on the cond i t i ons and 
motives of the ancient man. Mythology may not e x p l a i n the 
why and where fore of th ings but i t h i g h l i g h t s the primary 
sources to which everything goes back. I t proves the 
ex i s t ence of imper i shab le r e a l i t i e s i n a mortal wor ld . I t 
p rov ides us wi th the e a r l i e s t records of the i n c i p i e n t h i s -
to ry of the r e l i g i o u s , s o c i a l , a e s the t i c and s p i r i t u a l 
resources of the p r e - h i s t o r i c man. I t he lps us t o f o l l o w 
the cont inu i ty of thought down the ages and to d i s c e r n the 
systematic p rogress of mankind. 
Phi losophers suggest v a r i o u s theo r i e s f o r the 
beg inn ings of mythology. The two most convincing theo r i e s 
are the Theory of D e t e r i o r a t i o n and the Theory of Prog -
r e s s . ^^ The former assumes that man in the by-gone days 
had p e r f e c t knowledge of the un iverse , h i s p l a ce i n i t , h i s 
r e l i g i o u s , moral, s o c i a l and a e s the t i c concept ions . With 
the passage of time, h i s p e r f e c t conceptions degenerated 
and h i s reason and imaginat ion became d iseased , g i v i n g r i s e 
t o unconvincing not ions . The l a t t e r puts f o rward the v iew 
that man began with crude and b e s t i a l guesses at the t ru th 
and has with exper ience developed a supe r io r i n t e l l i g e n c e 
tha t r e s u l t s i n f i n e r conceptions of h i s r e l a t i o n s h i p t o 
the wor ld and h i s subsequent du t i e s . 
The mytholog ica l concepts and statements of the 
pr imeval man are cha r ac t e r i z ed by an apparent l ack of 
c l a r i t y and l o g i c . In order t o understand them and use 
them e f f e c t i v e l y , the modern man must g l e an out the method. 
Mythology i s as o ld as language i t s e l f . I t i s not an 
ex t e rna l a r t i f i c e or ornament tacked on to language but a 
l i v i n g instrument of ac t i ve speech. Language and mythology 
ara i n sepa rab l e aspects of the o r a l t r a d i t i o n . 
Mytho log is ts do not put f o rward any s i n g l e theory 
f o r the i n t e r p r e t a t i o n of the o r i g i n and the meaning of myth. 
b 
There are, however, c e r t a i n cons ide ra t i ons that they say 
must be kept in mind whi le ana lys ing a p a r t i c u l a r myth — 
(1) Determining the geog raph ica l r e g i on from which the 
s t o ry o r i g i n a t e d : This means f i n d i n g out whether the s tory 
i s Roman, Greek or perhaps C e l t i c . K. 0. Mu l l e r l a i d g r ea t 
emphasis on t h i s aspect . 
(2) Determining what c l a s s the s to ry be longs t o : This 
r e q u i r e s c l a s s i f y i n g the s tory as a t rue myth, f a b l e of 
saga . F o l k l o r i s t s and i n v e s t i g a t o r s of legends of Medieval 
Europe and a l s o of other n o n - c l a s s i c a l legends can be g iven 
the c r e d i t f o r in t roduc ing t h i s aspect . Important among 
them are Jakob and Wilhelm Grimm. 
(3) F i n a l l y , there i s the a p p l i c a t i o n of the comparative 
method. One should compare the legends of ancient savages 
and peasants, or of the p r im i t i v e man with e x i s t i n g back -
ward t r i b e s l i k e Bushmen and Red Ind ians . J.W.E.Mannhardt 
and Andrew Lang have done t h i s j o b b r i l l i a n t l y . Another 
important aspect i s the imaginat ion of two s i m i l a r peop les . 
Myth i s not a product o^ reason but of the imaginat ion . The 
Preud and Jung school of p sycho log i s t s devotes cons ide r ab l e 
a t t en t i on to t h i s . ^^ 
/ 
II 
Like other l i t e r a t u r e s , Eng l i sh L i t e r a t u r e , too, 
has not been an i s o l a t e d phenomenon. I t has been sub j e c t 
t o v a r i o u s i n f l u e n c e s . Dominant among them i s the i n f l u -
ence of Greek and Roman L i t e r a t u r e s . Profound systems of 
thought, h i gh ly ph i l o soph i c a l i n t e r p r e t a t i o n s of l i f e , we l l -
wrought works of a r t c r e a t ed by the masters have served as 
beacons of i n s p i r a t i o n f o r Eng l i sh men of l e t t e r s down the 
ages . 
Themes connected with the Greek myths found l i t e r a r y 
exp re s s i on in the works of c l a s s i c a l authors between the 
e i ghth and f i r s t century B .C . , J u l i a W. Loomis l i s t s the 
more important ones, with t h e i r approximate dates , as 
f o l l o w s ^ ^ — 
Authors 
1. Homer 
2. (Unknown 
authorship) 
3. Hesoid 
4. Aeschylus 
5. Sophocles 
Work 
I l i a d and 
Odyssey 
Homeric 
Poems 
Works and 
Days Theo-
gony 
A l l P lays 
A l l P lays 
Approximate Date 
8th Century B.C. 
8th t o 6th 
Centur ies B.C. 
7th Century B.C. 
5th Century B.C. 
5th Century B.C. 
6. Eur ip ides A l l P lays 5th Century B.C. 
7. Cal l imachus Hymns 3rd Century B.C. 
8 . Apo l lodorus B i b l i o t h e c a 2nd Century B.C. 
9. V i r g i l Georg ic Aeneid 1st 
(17 
Century 
B .C . -19 
B.C. 
A.D. ) 
10. Ovid Metamorphoses 
Heroids Amores 
1st 
(43 
Century 
B.C. -17 
B.C. 
A.D. ) 
11. Hyginus Fabulae 2nd Century B.C. 
12. Pausanias Desc r i p t i on 2nd Century B.C. 
of Greece 
( the f i r s t 
Baedeker) 
A f t e r the Dark Ages, Western Europe r ed i s cove r ed 
the c l a s s i c a l t r a d i t i o n s . The reawakened and s t imula ted 
people a s s i m i l a t e d the c l a s s i c a l a r t s , i d e a l s and p h i l o -
sophy i n t o t h e i r l i t e r a r y , c u l t u r a l , s o c i a l , p o l i t i c a l and 
even l e g a l systems. 
According t o G i l b e r t Highet c l a s s i c a l i n f l u e n c e s 
pervaded western l i t e r a t u r e i n three ways^^ — 
(1) T r ans l a t i on 
(2) Imi ta t ion 
(3) Emulation 
T r ans l a t i on of themes, i d e a l s , s t y l e s and methods 
brought these e xc l u s i v e works w i th in the reach of a l l and 
helped t o l a y the foundat ions of g r e a t works. Imi ta t ion 
extended the range and opened Pew avenues as men attempted 
t o reproduce the r a r e f i e d standards of the Masters . Emu-
l a t i o n r e s u l t e d i n maste r -p i eces . Men produced works 
that combined the p e r f e c t i o n of the Masters wi th modern 
i d e a l s . 
TVi^ or ' o t I'aa.TcoiTPig' s e t TV. 
dur ing the e a r l y years of the f i f t e e n t h century i n England. 
C l a s s i c a l themes were used by men of l e t t e r s such as Chaucer, 
Gower and Malory. The doc t r ines of Hel lenism, Platonism 
and Humanism found t h e i r way i n t o Eng l i sh L i t e r a t u r e . The 
age pa t ron ized t r a n s l a t i o n s . Among others were those by 
Philemon Hol land, North* s t r a n s l a t i o n s of P lutarch , and 
Chapman's t r a n s l a t i o n of Homer. The Eng l i sh men of l e t t e r s 
d e r i v ed many themes and conventions from them. The sense 
of beauty p r e v a i l e d . L i t e r a t u r e , a long with other forms 
of a r t , was c r ea ted more f o r a e s t h e t i c p l easure than f o r 
moral guidance. Under these i n f l u e n c e s mythology acqu i red 
a r e s p e c t a b l e s ta tus . 
In the comparat ively r e l a x ed scheme of th ings and 
because of the sanct ion of r h e t o r i c i a n s , i t now became p e r -
f e c t l y acceptab le t o b l end the antique and the medieval , 
and a l s o the Ch r i s t i an and pagan elements i n l i t e r a t u r e . 
The works of Sidney, Spenser, Ly ly and others are e loquent 
examples of t h i s synthes i s . In The Shepherd 's Calender 
Spenser a s soc i a t e s Pan, the pagan god of shepherd?, with 
Ch r i s t who i n the C h r i s t i a n t r a d i t i o n i s a good shepherd. 
The Fae r i e Queen abounds i n the use of mytho log ica l images 
and symbols. Ac ras io , the sensual m i s t r e s s of the Bower 
of B l i s s , can be equated with C i rce . Spense r ' s treatment 
of mythology i s e l a b o r a t e yet sub t l e . He g i v e s a r e l i g i o u s 
dimension t o the c l a s s i c a l themes by a l l e g o r i z i n g them. 
Works of the E l i zabethans were r i ch , sensuous and 
l aden wi th p e r s o n i f i e d ab s t r a c t i ons and mytho log ica l a l l u -
s i ons . The mytholog ica l apparatus, though used e x t e n s i v e l y 
was f r i g i d . The mention of pagan gods and goddesses gave 
co lou r , glamour and decora t ion t o the ve r se but i t d i d not 
do much beyond tha t . The ancient legends were read wide ly 
and u t e l i s e d i n poetry i n a d i r e c t f a s h i o n by poets l i k e 
F ranc i s Kynastin and Reynolds. But, t h e i r t rue p o t e n t i a l 
l a y hidden beneath t h e i r c o l o u r f u l e x t e r i o r s , undiscovered 
and untouched. Of course, o c ca s i ona l l y t h i s sha l l ow t r e a t -
ment of myth l e d r e l i g i o u s f a n a t i c s to r ead immoral and 
l a w l e s s meanings i n t o them, and then pagan mythology was 
s t r o n g l y condemned. But the t rend had obv ious ly struck 
deep r oo t s in Eng l i sh L i t e r a t u r e and mythology continued to 
1. 
be used e n t h u s i a s t i c a l l y . Traces of i t can be d i scerned 
i n M i l t o n ' s poetry . In h i s attempt to g l o r i f y Chr i s t 
and banish the pagan gods i n ' On the Morning of C h r i s t ' s 
N a t i v i t y ' , Mi l ton r a t h e r ambiva lent ly comments that the 
shepherds near Bethlehem had no i dea ' That the mighty Pan/ 
VJas k ind ly come t o l i v e with them below; ' In Lyeidas he 
r e f e r s t o the myth of Orpheus. In Pa rad i se Lost the 
f a l l e n ange ls become the heathen gods. M i l t o n ' s mytholo-
g i z i n g i n s t i n c t s s u r f a c e i n the form of v e i l e d r e f e r e n c e s . 
Apo l l o , Daphne, Pan, Cupid, Ceres, Orpheus, Pauns, 
Nymphs, Satyrs e t c . occur f r e q u e n t l y in the poetry of the 
pe r i od . Among actua l myths, the war of the T i tans and 
Olympians and the Greek cyc le of time v i z . the p r im i t i v e 
Golden Age g i v i n g way to p r o g r e s s i v e l y degenerat ing times, 
were adapted as g a r b l e d ve r s i ons of Gospel t ru th t o r e p r e -
sent the r e v o l t of Satan aga ins t God and the f a l l of Eden 
r e s p e c t i v e l y . The Ovidian t a l e of the Great Flood was 
p a r a l l e l e d t o the B i b l i c a l s to ry of Noah. 
The achievement of the age can be de sc r i bed as the 
i d e n t i f i c a t i o n of the f a m i l i a r s p i r i t of nat ive f o l k l o r e 
and the conscious and unconscious b l end ing of the two. 
While p rese rv ing the s u p e r i o r i t y of the C h r i s t i a n t r a d i t i o n , 
pagan cu l tu r e had found a permanent p lace i n the scheme of 
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western l i t e r a t u r e . 
The men of l e t t e r s of the Augustan Age cons ide red 
themselves t o be an improvement on those o£ the seventeenth 
century i n t h e i r treatment of the c l a s s i c s . However, they 
formed t h e i r opinions under c e r t a i n l i m i t a t i o n s of which 
they were not aware. The age was marked by g r e a t advances 
i n Science. The th inking of the people underwent r a d i c a l 
changes. T h e ' b a f f l i n g un iverse and i t s natura l phenomena 
were exp la ined , thus e x p e l l i n g the s p i r i t of wonder from 
the human mind. C l a s s i c s were g r e a t l y revered but were 
i n t e r p r e t e d t o s u i t the i n t e l l e c t t a the r than the hear t and 
the imaginat ion. In im i t a t i on of the Masters ' l o f t y 
s t y l e s , s upe r i o r standards of s cho l a r sh ip were maintained 
by the men of l e t t e r s . Poetry was composed w i th in p r e s -
c r i b e d forms and adhered to r u l e s . Great emphasis was 
l a i d on co r rec tness and propor t ion . L i t e r a t u r e , by and 
l a r g e , became a s p e c i a l i z e d technique bound by r u l e s and 
axioms. Mythology, with i t s depth of meaning, d id not 
correspond to the new temper and not much a t t en t i on was 
pa id t o i t . The kind of genius that understands and appre-
c i a t e s the s p i r i t of mythology d i d not e x i s t dur ing the 
Augustan Age. 
Dryden and Pope t r a n s l a t e d V i r g i l and Honer 
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r e s p e c t i v e l y . In both cases the na r r a t i ve and o b j e c t i v e 
passages have been d e a l t with ease . However, the s p i r i t 
of the s u b j e c t i v e passages , famous f o r t h e i r s e n s i t i v e 
i n s i g h t i n t o archetypa l human exper iences , i s l o s t i n the 
attempt t o reproduce the r a t i o n a l t ru th w i th in a f l a w l e s s 
format . 
In poetry , too, the same l i m i t a t i o n s can be seen at 
work. The works of P r i o r , Pope, Dryden, P a r n e l l , Gay and 
S w i f t present mytholog ica l f i g u r e s l i k e Daphne, Apo l lo , 
Orpheus, Adrianne, Dido, Leda, Venus e tc . as though they 
were c i t y b r ed e ighteenth century cha rac te r s . The i r expe -
r i ence s are t r e a t e d i n a l i g h t - h e a r t e d and p l a y f u l manner. 
Mention must be made of Wi l l i am Blake, the mystic l i b e r a t o r 
of the human s p i r i t . He b e l i e v e d that he a c t u a l l y saw the 
ange l s and the s t range f i g u r e s that h i s p i c tu r e s po r t r ay . 
As a poet, he t r i e d t o awaken the human mind to the most 
innocent v i s i o n of i t s e l f . However, he was l i m i t e d by h i s 
a r b i t r a r y methods. 
In the Augustan Age, symbolic mythology was not much 
i n vogue. Traces of d e s c r i p t i v e mythology can be found, 
the important con t r i bu t i on of which was t o prevent mythology 
from l ap s ing i n t o t o t a l e x t i n c t i o n . Two prose works were 
Andrew Tooke 's Pantheon (which l a t e r i n f l u e n c e d Hunt and 
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Keats) and Spence 's Polymet ls . Though much c r i t i c i z e d 
by contemporary c r i t i c s as ' U n d e s i r a b l e f o o d f o r the 
female mind '^^ these works served t o keep a l i v e the genre 
i n uncongenial t imes. The works of other prose w r i t e r s 
l i k e Johnson, Goldsmith and F i e l d ing conta in c l a s s i c a l 
a l l u s i o n s but the symbolic s p i r i t i s beyond t h e i r reach. 
I l l 
The Romantic Revival can be de f ined as — 
. . . a change from a mechanical concept ion of 
the wor ld t o an e n t h u s i a s t i c r e l i g i o n of 
n a t u r e . . . from r ea l i sm to opt imism. . . from 
t r a d i t i o n a l doct r ines of l i t e r a r y i m i t a t i o n 
t o conceptions of the na ive and o r i g i n a l . . . 
t o dreams of the s t range , the b e a u t i f u l and 
the i d e a l . . . 15 
This was a pe r iod of upheaval i n s o c i a l , p o l i t i c a l and 
p h i l o s o p h i c a l thought i n Europe. Rousseau preached the 
doct r ine of nature, V o l t a i r e p u b l i c i s e d the s i g n i f i c a n c e 
of l i b e r t y . Herder presented the theory of l i f e as an 
o rgan ic whole based on laws and Kant de sc r i bed the autho-
r i t y and the i n t e g r i t y of the i n d i v i d u a l mind. The Augustan 
i d e a l s now appeared s u p e r f i c i a l t o the poets and as they 
i n t e r p r e t e d these ideas , a c u l t of Romanticism g r a d u a l l y 
evo l ved and came t o the f o r e f r o n t of Eng l i sh L i t e r a t u r e with 
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the p u b l i c a t i o n of L y r i c a l B a l l a d s by Wordsworth and 
Co le r idge i n 1798. 
The new stream Incorporated a r e o r i e n t a t i o n of the 
Eng l i sh mind and a r e i n t e r p r e t a t i o n of the c l a s s i c s with 
s p e c i a l s i g n i f i c a n c e attached to mythology. The i d e a l s 
and s p i r i t of ancient Greece served as a renewed source of 
i n s p i r a t i o n . The Greelc ph i l o sophers had been aware of 
the unity of be ing , the ancient Athenian s t a t e had p r a c -
t i s e d p o l i t i c a l freedom. H e l l e n i c a r t r ep resented beauty 
that d id not adhere to r u l e s , and mythology was a man i f e s -
t a t i o n of the s t rength of the human Imaginat ion. 
By i t s very nature and g e n e s i s the Romantic Movement 
was myth-or iented. I t sub s i s t ed on the myth of a go lden 
past and the noble savage. Prom myth to mythology i s a 
natura l c o r o l l a r y . Rational th inking gave way t o i n d i v i -
dual response. I n s t i nc t , i n t u i t i o n , a s s o c i a t i o n were used 
f o r understanding the wor ld and l i f e . Wisdom and moral 
sense were no l onge r guided by the i n d i v i d u a l ' s response t o 
the environment around him. I n t e r e s t i n ghost s t o r i e s , 
legends , dreams and mythology was r ev ived . The mytholog ica l 
imag inat ion was reborn. Mythology ga ined i n s t a tu r e because 
i t d e f i n e d a s s o c i a t i o n of the go lden past with the p resent . 
The un iverse , according to the Romantics, was a l i v e and v i t a l 
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and pe rpe tua l l y sub j e c t t o change. The s oc i e t y b e f o r e the 
poet was ugly and co r rupt . The a r t i s t with h i s sharpened 
imag inat ive and c r e a t i v e f a c u l t i e s had t o re form i t . The 
days of the go lden past and i t s noble savage could not be 
r ecaptured because man had p rog ressed too f a r i n the s ca l e 
of e v o l u t i o n to go back t o the s t a t e of p e r f e c t innocence. 
I t was the j o b of the poet t o b r i n g about a union of the 
Apo l l on i an and the Faust ian c reeds ,^^ and t o c r e a t e a f a i t h 
that would be acceptab le t o a l l . 
Thus, l i t e r a t u r e now became a p h i l o s o p h i c a l and 
exp l o r a to ry venture . The deepened l a y e r s of exper ience 
made the sub j ec t matter of the poet more complex and mytho-
logy served as a s u i t a b l e v e h i c l e of communication. The search 
f o r the noble savage ( the i d e a l man of p r i m i t i v e soc iety ) 
and f o r the natura l soc ie ty from which the r a t i o n a l , modern, 
urban had e x p e l l e d h imse l f , l e d the poets t o the very hear t 
of mythology. In order t o r e c r ea t e the atmosphere of the 
Golden Age, which they f e l t would provide c lues f o r re forming 
the cor rupt modern world, they r e i n t e r p r e t e d mythology, thus 
g i v i n g i t a symbolic s i g n i f i c a n c e . Mythology, so f a r , had 
se rved only as an a l l e g o r i c a l medium. Now, i t acqu i red new 
dimensions and cha l l enges . The concepts and the quest f o r 
sub l imi ty rendered i n the second ha l f of the e i ghteenth 
century a l s o cont r i bu ted t o i t . T r ans l a t i ons of c l a s s i c a l 
myths, f a b l e s , and legends had enhanced the p e o p l e ' s aware-
ness of pagan and non -Chr i s t i an legacy and p rov ide a f rame-
work f o r t h e i r r e i n t e r p r e t a t i o n . B i b l i c a l High C r i t i c i s m 
promoted anagogic and symbolic i n t e r p r e t a t i o n of the super -
natura l and myst ica l concepts. I n t e rp r e t ed w i th in t h i s 
framework mythology r evea l ed and de f i ned sub t l e , complicated 
and t a n t a l i z i n g emotional s i t u a t i o n s . The a b s t r a c t i on s 
served as the metaphor and the t rue meaning which l a y beyond 
the apparent imp l i c a t i on had weight and depth. A number of 
poets employed mythology i n t h e i r works. However the r e s u l t s 
were w ide ly d i s p a r a t e . 
To use mythology i n poetry during t h i s pe r i od was 
a l s o t r e a t e d as a mark of p r og r e s s i v e th inking or at l e a s t 
of detachment from the s t a t e r e l i g i o n . The Church r eac ted 
s t r ong l y t o t h i s r a the r pagan t rend . Comprehensive v/orks 
on each of the three mytholog ica l groups v i z Greek Or ienta l 
and C e l t i c were produced by Clergymen i n an attempt t o prove 
that paganism was l a t e r than Judaism and a co r rup t i on of i t . 
However, these works were condemned by the then po\/erful 
j ou rna l The Sdinburgh Review. Mythology was t r e a t e d as a 
s ub j e c t of g r e a t controversy and s a t i r e . From the 1790s 
t o 1812 the j ou rna l c a r r i e d s eve r a l a r t i c l e s on mythology. 
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The j ou rna l , obv ious ly , e x e r c i s e d i n f l u ence over the l i t e -
r a ry temper of the day and through i t s con t rove r s i e s served 
as the formal source of i n s p i r a t i o n to many poets . 
Among the f i r s t g ene ra t i on of Romantic poets , 
Co l e r i dge d i d not use mythology proper i n h i s poems. How-
ever , h i s v iews on the sub j e c t shed important l i g h t on the 
use of mythology by the l a t e r Romantics. He de sc r i b e s 
Greek mythology as — 
. . . f u n d a m e n t a l l y a l l e g o r i c a l and t y p i c a l of 
the powers and func t i ons of nature, but sub -
sequent ly mixed up with with a d e i f i c a t i o n of 
g r e a t men and hero worship. 17 
Unl ike the other Romantics, Co le r idge was not i n s -
t i n c t i v e l y ' P a g a n ' . The Greek r e l i g i o n according to him 
was i n oppos i t ion t o the b a s i c Ch r i s t i an i d e a l s . He was 
i n f l u e n c e d by the exponents of German Romanticism and these 
v iews were common i n i t . 
However, as a poet, Co le r idge e x h i b i t e d a deep 
understanding of sensuous and ph i l o soph ic beauty. Even 
though he d i d not r e a l i z e i t , the f a s c i n a t i n g and enigmat ic 
images of Kubla Khan and the psychic r e b i r t h of the 
mariner i n The Ancient Mariner make him a f o r e runne r of 
the l a t e r i n t ense l y mythopoeic poets . This i s a l s o suggested 
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i n h i s t r a n s l a t i o n of S c h i l l e r ' s Wo l l ens te in when he 
e n l a r g e s the o r i g i n a l with the f o l l o w i n g l i n e s — 
The i n t e l l i g i b l e forms of 
ancient poets . 
The f a i r humanities of o l d 
r e l i g i o n . 
The Power, the Beauty, and 
the Majesty , 
That had t h e i r haunts i n da le , 
or piny mountain 
Or f o r e s t by s low stream, or 
pebbly spr ing . 
Or chasms and w a t ' r y depths; 
a l l these have vanished 
They l i v e no longer i n the 
f a i t h of reason. 
But s t i l l the hear t doth 
need a language, s t i l l 
Doth the o l d i n s t i n c t b r i n g 
back the o l d names. 
( Act I I , Scene IV ) 
W i l l i am Wordsv/orth i s a poet of nature and the 
na tu ra l man. The Pre lude i s h i s poe t i c autobiography. 
The poet por t rays Nature as a moral and s p i r i t u a l presence 
that gu ides and moulds h i s mind l i k e a myster ious and 
profound teacher — 
. . . underneath the 
p l ea sant brows 
Of coo l L u c r e t i l i s , where 
the p ipe was heard. 
Of Pan, I n v i s i b l e God, 
( Bk V I I I , 11. 181-63 ) 
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His u n i v e r s i t y educat ion had made biro f a m i l i a r with 
Roman h i s t o r y and Roman phi losophy. His knowledge of the 
Roman Sto ics , p a r t i c u l a r l y Seneca, served to s t rengthen h i s 
b e l i e f i n the unity of God, man and the e x t e rna l wor ld . The 
s t o i c s b e l i e v e s that man i s a pa r t of the phys i ca l wor ld 
which i s a man i f e s ta t i on of God. The phi losophy i s r e f -
l e c t e d repeated ly i n Wordsworth 's poetry s p e c i f i c a l l y i n 
terms of the grandeur of nature — 
And I have f e l t 
A presence that d i s t u r b s me 
with the joy 
Of e l e va t ed thoughts; a 
sense sublime 
Of something f a r more 
deeply i n t e r f u s e d . 
Whose dwe l l ing i s the 
l i g h t of s e t t i n g suns. 
And the round ocean and 
the l i v i n g a i r . 
And the b lue sky, and i n 
the mind of man 
A motion and a s p i r i t , 
that impels 
A l l th inking th ings , a l l 
o b j e c t s of a l l thoughts. 
And r o l l s through a l l th ings . 
( L ines composed A Few Mi les above 
T intern Abbey, 11. 93-10 2 ) 
In the sonnet e n t i t l e d 'The World i s Too Much With 
U s ' , Wordsworth presents the 'Pagan ' as a symbol of the 
i d e a l beauty and harmony of H e l l e n i c l i f e — 
Great God 1 I ' d r a the r be 
A Pagan suckled i n a c reed 
ou tworn; 
So might I , standing on t h i s 
p l ea sant l e a . 
Have g l impses that would make 
me l e s s f o r l o r n ; 
Have s i gh t of Proteus r i s i n g 
from the sea; 
Or hear o l d T r i ton b low h i s 
wreathed horn. 
( 11. 9 -14 ) 
In The Excursion (Bk. IV) Wordsworth mentions the 
myths of Prometheus and Tantalus as f i c t i o n s i n form but as 
tes t imonies of e t e r n a l t ruths i n substance. He defends 
mythology as the language of poe t i c i dea l i sm and imaginat ion. 
The r u s t i c Greek who was i gnorant and s u p e r s t i t i o u s l i v e d 
c l o s e t o the s p i r i t of nature and r e c e i v e d sustenance 
from h i s int imate communion with the d i v i n i t i e s , of the sun, 
moon, wood and stream. 
The passage on the ' unen l i ghtened swains of pagan 
Greece ' d e s c r i b e s t h e i r myth-making f a c u l t y . According to 
the poet, they peopled the Heavens and the Earth with beau-
t i f u l d e i t i e s rang ing from Apo l l o ' A b e a r d l e s s Youth, who 
touched a go lden l u t e ' and Diana ' a beaming Goddess with 
her Nymphs' t o l e s s e r d i v i n i t i e s l i k e Pan 'The simple 
Shepherd 's awe - insp i r ing God 1' This passage, na tu ra l l y , 
appea led to Keats. He absorbed i t f u l l y and echoes of i t 
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can be d i scerned In h i s own poetry , e s p e c i a l l y i n Hyperion. 
Another work by Wordsworth ' Laodamia' conta ins a 
b e a u t i f u l p i c tu r e of Elysium — 
Of a l l that i s most 
beauteous imaged there 
In happier beauty, 
more p e l l u c i d streams. 
An ample ether , a 
d i v i n e r a i r . 
And f i e l d s inves ted 
with purpurea l gleams; 
( 11. 103-106 ) 
Wordsworth 's use of ^c l a s s i ca l a l l u s i o n s suggests 
that myths, f o r him, were test imonies of the i n v i s i b l e p r e -
sence he b e l i e v e d in . I t r e i t e r a t e s h i s f a i t h i n the ima-
g i n a t i o n and i n the natura l r e l i g i o n . According t o Douglas 
Bush, i n Wordsworth 's o ld age, h i s v is ionary gleam had f l e d , 
18 
and he was ' a l o s t l e a d e r ' . However, Wordsworth 's major 
c o n t r i b u t i o n was that he l e f t behind f o r the younger gene -
r a t i o n , p a r t i c u l a r l y f o r Keats, a r i ch , noble and poet i c 
concept ion of pagan mythology. 
Byron be longs to the second gene ra t i on of the 
B r i t i s h Romantic poets . He i s among those Eng l i sh men v;ho 
a c t u a l l y p a r t i c i p a t e d i n the s t i r r i n g s of Greek nat iona l 
consc iousness . The Greeks l i s t him as a champion of 
modern Greece. Many l ead ing Greek poets l i k e Dlonys ius 
Solomos, with h i s ' On the Death of Lord Byron' and Andreas 
Kalvos with h i s ode 'To the B r i t i s h Muse' have pa id t r i b u t e 
t o Byron in ve r se . 
As a poet Byron cou ld not he l p f u s i n g toge ther the 
ant ique Greek sentiments with modern Greek ambit ions . The 
past g l o r i e s of the nation meant that the modern Greeks 
should be capab le of a t t a in ing freedom now — 
Ancient of days 1 august 
Athena I where. 
Where are thy men of might ? 
Thy grand i n soul ? 
Gone — Glimmering through the 
dreams of th ings that were 
F i r s t i n the race that l e d to 
G l o r y ' s goa l . 
They won, and p a s s ' d away : i s 
t h i s the whole ? 
A s choo lboy ' s t a l e , the wonder 
of an hour 1 
( Chi lde H a r o l d ' s P i l g r image , 
Canto I I , St2. 11 ) 
Though Byron went to Harrow and Cambridge, he made l i t t l e 
use of the oppor tun i t i e s there t o study the c l a s s i c a l l angu -
ages . However, with h i s remarkably r e t e n t i v e mind, he 
managed to imbibe much of the c l a s s i c s . He c la imed that he 
was so f a s c i n a t e d by Prometheus Bound that i t had i n f l u e n c e d 
almost everyth ing he had w r i t t en . 
S i r Wal ter Scott once commented on Byron — 
' Lo rd Byron was a l s o a t r a v e l l e r , a man 
whose i deas were f i r e d by having seen i n 
d i s t an t scenes of d i f f i c u l t y and danger, 
the p l a ce s whose very names are recorded 
in our bosoms as the shr ines of ancient 
poetry ' . 19 
Byron t r a n s l a t e d h i s exper iences i n t o v i go rous poetry — 
Fa i r Greece 1 sad r e l i c of 
departed worth 1 
Immortal, though no more, 
though f a l l e n g r e a t 1 
Who now s h a l l l e ad thy 
s c a t t e r ed ch i l d r en f o r t h . 
And long accustom'd 
bondage uncreate ? 
( Chi lde H a r o l d ' s P i l g r image , 
Canto I I , St XXXIII ) 
While Byron was i n Greece, Lord E l g in removed some 
of the s ta tuary from the crumbling Greek monuments and had 
them shipped to London. Byron denounced him v i o l e n t l y — 
Let Aberdeen and E l g i n 
s t i l l pursue 
The shade of fame through 
reg ions oE V i r t ue 
Waste u s e l e s s thousands on 
t h e i r Ph id ian f r e a k s . 
Misshapen ironurrents and 
maimed antiques; 
And make t h e i r grand Saloons 
a genera l mart 
For a l l the mut i l a ted 
b locks of a r t . 
( Eng l i sh Bards and Scotch Reviewers, 
11. 1027-32 ) 
In The Siege of Corinth Byron g i v e s a moving account 
of the i n f l u e n c e of h i s surroundings on a modern Greek who 
i s s e n s i t i v e t o the h i s t o r y of the nat ion and conscious of 
the s p i r i t s of the g r ea t w a r r i o r s of the past who l i v e on— 
The very g a l e t h e i r names 
seemed s i gh ing ; 
The waters murmured of 
t h e i r name; 
The woods are peopled with 
t h e i r fame. 
( Stz. XV, 11. 407 - 410 ) 
Mythology, f o r Byron, was a too l f o r the exp re s s i on 
of thoughts that were e s s e n t i a l l y h i s own, f o r he was rooted 
i n r e a l i t y , i n the present . This makes him d i f f e r e n t 
from Keats who was aware of another permanence. While r e c -
r e a t i n g the mythology of ancient Greece, Keats succeeded i n 
e s t a b l i s h i n g i t s re levance to any age. I n f a c t Byron wrote 
about him — 
(Keats) without Greek 
Contr ived to t a l k about the 
Gods of l a t e . 
Much as they might have been 
supposed to speak, 
( Don Juan, Canto XI, Stz. LX ) 
She l l ey has f r equen t l y been de sc r i b ed as the s o l i -
t a ry i n t e l l e c t u a l and aes the t i c poet of grand cosmolog ica l 
v i s i o n s . A vo rac ious scho la r , he r ead and r e - r e a d the 
c l a s s i c s u n t i l they became i n d e l i b l y impr inted on h i s mind. 
Phrases, i deas , images, cha rac te r s , scenes e t c . became par t 
of h i s own thoughts. Homer, Aeschylus, P l a to , Theocr i tus , 
Ar istophanes and Lucan were much more than models t o imi ta te . 
They were companions in n o b i l i t y and depth of thought. In 
the p r e f ace t o H e l l a s , the poet wrote — 
We are a l l Greeks. Our laws, our l i t e r a t u r e , 
our r e l i g i o n , our a r t s have t h e i r r oo t s i n 
Greece. But f o r Greece —r- Rome, the i n s t -
ruc to r , the conqueror, or the met ropo l i s of 
our ancestors , would have spread no i l l u m i n a -
t i o n with her arms, and we might s t i l l have 
been savages and i d o l a t e r s . 20 
She l l ey was an a t h e i s t . In Queen Mab he denounced r e l i -
g ion and commented thus on mythology — 
' Though t a i n t e s t a l l thou look ' s t 
upon '. — the s t a r s . 
Which on thy c r a d l e beamed so 
b r i g h t l y sweet. 
Were gods to the distempered 
p l a y f u l n e s s 
Of thy untutored in fancy ; the 
t r e e s . 
The g r a s s , the c louds , the 
mountains, and the sea. 
A l l l i v i n g th ings that walk, 
swim, creep, or f l y . 
Were gods : the sun had homage, 
and the moon 
Her worshipper . 
( Sect ion VI , 11. 7 2-79 ) 
S h e l l e y ' s r e i n t e r p r e t a t i o n of mythology i s much 
more s u b j e c t i v e than that of the Renaissance poets . In 
Adonais, he uses the myth of Adonais and Venus t o c r e a t e 
a lament f o r the untimely death of Keats. His g i f t f o r 
p i c t u r e making l e ads t o a f r e s h , v i t a l and decora t i ve myth-
making ap t i tude . Ins tead of de sc r i b ing Keats as an Arcadian 
shepherd, She l l ey says — 
. . . t h e quick D reams . . . . 
Who were h i s f l o c k s , whom near 
the l i v i n g streams 
Of h i s young s p i r i t he f ed . 
( Stz. IX, 11. 73-76 ) 
She l ley wrote a group of mytholog ica l l y r i c s in 
18 20 v i z ' A r e t h u s a ' , "The C loud ' , "The Hymn to Apo l l o ' 
and 'Hymn of Pan ' . S h e l l e y ' s hymn i s d i f f e r e n t from 
Keats ' s r a the r myst ica l render ing of the same s u b j e c t . 
S h e l l e y ' s poem has a r a ther a l l e g o r i c a l t w i s t that may 
represent the d i s i l l u s i o n of the i d e a l i s t . 
In Tha Witch of A t l a s She l l ey mythologizes r a the r 
p u r p o s e f u l l y . The i d e a l woman, the cave, the v e i l , the 
boat , the stream are g iven a metaphysical s i g n i f i c a n c e in 
r e l a t i o n to the many-faceted theme of beauty, l ove and 
imaginat ion . The witch l i v e s on A t l a s ' mountain. She i s 
the daughter of the sun, the god of poetry . The cave i s 
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the soul w i th in which are v i s i o n s of love , t h o u g h t - s t i r r i n g 
odours and l i f e g i v i n g l i q u o r s . There are a l s o some s c r o l l s 
' the works of some Saturnian Archimage' that gu ide men on 
how they may r e c r e a t e the go lden age of innocence. 
Prometheus Unbound presents Prometheus as the 
i d e a l and imag inat ive man and Jup i t e r as the e v i l and 
ty r ann i ca l man» The Earth i s the corrupt s tage of supe r s -
t i t i o n and s u f f e r i n g . The p lay concludes with the deth-
ronement of Jup i t e r and v i c t o r y of l ove i n the soul of 
Prometheus and the ene rg i e s of the wor ld be ing d i r e c t e d t o 
the good of man. Prometheus i s se t up as a Chr i s t f i g u r e 
and can be sent imenta l i zed . 
She l ley , a long with Keats, can be s a i d to have 
e s t a b l i s h e d the mytholog ica l g en re i n the nineteenth 
century . S h e l l e y ' s i n d i v i d u a l cont r i bu t ion , however, l i e s 
i n the r e i n t e r p r e t a t i o n of the o l de r mythic pa t te rns i n t o 
new i c o n o c l a s t i c and symbolic systems. Un l ike Keats, 
She l l ey does not b e l i e v e i n the e x c l u s i v e power of mytho-
l o g i z i n g . His mythic pat terns represent h i s search f o r 
the forms they can change i n t o or pass beyond. 
Lesse r Romantic poets l i k e Southey (The1aba the 
Destroyer , The Curse _of Kehama) Hunt (The Nymphs, Hero 
and Leander, The Story of Rimini) Peacock (Rhododaphne) 
Har t ley Co le r idge (The Va le of Tempe. Diana and Endymion) 
Mrs. Tighe (Psyche) and Lord Thurlow (Adr iane Angel ica ) 
a l s o employed mythology i n t h e i r works. 
Le igh Hunt be longed t o K e a t s ' s c i r c l e of f r i e n d s and 
shared with him h i s l ean ings towards sensuousness^romance 
and mytholog iz ing . Hunt too, read Keats ' s boyhood f a v o -
r i t e s v i z Lempriere ' s C l a s s i c a l .D ict ionary , Andrew Tooke's 
Pantheon and Spence 's Polymetis . 
In h i s p r e f a c e to The Story of Rimini he wrote — 
. . . t h e Grec ian mytho logy . . . r e qu i r e s more 
than mere s cho l a r sh ip t o understand — as the 
e l e v a t i o n of the ex t e rna l wor ld and of accomp-
l i s h e d humanity to the h i ghes t p i t ch of the 
g r a c e f u l , and as embodied essences of a l l the 
grand and l o v e l y q u a l i t i e s of natuire. 21 
Even though Hunt had a c l e a r pe rcept ion of the a e s t h e t i c 
and s p i r i t u a l s i g n i f i c a n c e of mythology he lacked the 
s e n s i t i v e i n s i g h t and psycho log i ca l depth of Keats and 
She l l ey and could never a sp i r e to s i m i l a r poe t i c p innac les . 
His mythology conta ins no e x p l i c i t symbolic pa t t e rn . His 
only poe t i c achievement i s i n terms of v i s u a l d e s c r i p t i o n s . 
Thomas Love Peacock t r e a t s the phi losophy and r e l i -
g i on of remote pagan cu l tu re i n h i s works. His chie f 
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f a s c i n a t i o n l ay i n magic^ mystery and beauty. In Rhodo-
daphne he borrows from a number of myths and o l d f a b l e s 
such as the Apule ian v e r s i o n of the s tory of Psyche i n 
which a god b u i l d s a supernatura l pa lace i n order t o make 
l ove to a morta l . Other s t o r i e s are present , too, and the 
l i n k between them i s t h e i r evocat ion of the natura l cyc le 
of the year , summer and winter , or of the d a y l i g h t and the 
darkness . The two hero ines of the poem represent the two 
f a c e s of P roserp ina who i s both the daughter of Ceres and 
the w i f e of P lu to . The poem's hero i s Orpheus who v i s i t s 
the underworld t o rescue Eurydice and she i s a l s o h i s Muse. 
This c o n f i g u r a t i o n of myths i s a l s o present i n the works of 
Byron and Keats. However, i n s p i t e of such s i m i l a r i t i e s . 
Peacock i s ranked as a l e s s e r poet . His problem was that 
as a r e s u l t of i n t e l l e c t u a l c r o s s - p r e s s u r e s he could not 
f u l l y r e conc i l e myth with poetry . His use of mythology 
i s muted and h a l f - h e a r t e d . 
The l e s s e r poets f o s t e r e d the growth of Romantic ' 
He l lenism. The mushrooti growth of t h e i r mythopoejc v.-orks 
proved that the genre e s t a b l i s h e d by She l l ey and Keats had 
s t ruck deep roots i n the B r i t i s h s o i l and the mytholog ica l 
impulse r e a s s e r t ed i t s e l f i n a remarkably conspicuous and 
c r e a t i v e f a s h i o n . 
46 
Notes and References 
1 . Stanley Edgar Hyman, 'The R i tua l View of Myth and 
the Mythos' Journal of American Fo lk l o r e 68, 
Vo l . LXVI I I ( 1955), p. 46 4. 
2. Jung & Kereny i l , In t roduct ion to a Science of 
Mythology, t r a n s l . R. F. C, Hul l (London, 1951), p. 1. 
3. I b i d . , p. 3. 
4. Oxford C l a s s i c a l D ic t ionary , ed. Gary (London, 1953) , 
p. 718. 
5. Encyclopaedia B r i t ann ica , Vo l . XV (USA, 1966) , p. 1133. 
6 . Bron is law Malinowski, Myth i n P r im i t i ve Psychology, 
c i t e d by Jung & Kereny i i , op. c i t . . p. 7. 
7. Wel lek & Warren, Theory of L i t e r a t u r e (London, 1955) , 
p. 195. 
8. Northrop Frye, 'Myth, F i c t i o n and Displacement ' 
Twentieth Century C r i t i c i s m ; The Major Statements, 
ed. Handy & Westbrook (New De lh i , 1976), p. 166. 
9. Bronis law Malinowski, Myth i n P r im i t i v e Psychology, 
c i t e d by Bncvc. B r i t . . o p . c i t . , p. 1133. 
10. Char les M i l l s Gayley. The C l a s s i c a l Myths i n Eng l i sh 
L i t e r a t u r e and in Art (Boston, 19 11), p. 436. 
11. H.J. Rose, A Handbook of Greek Mythology (London, 
1964) , p. 9. 
12. J u l i a Wol fe Loomis, Mythology (New York, 1965), p. 5. 
13. G i l b e r t Highet, The C l a s s i c a l T r ad i t i on (London, 1959), 
p. 10 4. 
47 
14. Douglas Bush, Mythology and the Romantic T r ad i t i on 
i n Eng l i sh Poetry (Massachusetts , 1969), p. 25. 
15. I b i d . . pp. 43-44. 
16. I b i d . , p. XXI. 
17. I b i d . , p. 51. 
18. I b i d . . p. 70. 
19. C i ted by Terence £ 
(Bath, 197 4 ) , p. 290. 
20. S h e l l e y ' s P o e t i c a l Works, ed. Thomas Hutchinson, 
(Ox ford , 1904), p. 442. 
21. C i ted by Bush op. c i t . . p. 176. 
CHAPTER II 
The Quest f o r the 'Known Unknown' 
Endymion Bks. I & II 
33 
A thing of beauty i s a joy 
f o r ever : 
I t s l o v e l i n e s s inc reases ; 
i t w i l l never 
Pass i n t o n o t h i n g n e s s ; . . . . ! 
( I , 11. 1-3 ) 
Keats ' s long poem Endvtnion r ep resents a quest . 
Endymion, the mythic hero, seeks the u l t imate ' t h i n g of 
beauty ' symbolized i n t h i s context by the moon. Keats, 
the poet, seeks ' p o e t i c a l f ame ' . In a l e t t e r t o Ba i l e y , 
dated 8 October 1817, he wrote — 
As t o what you say about my be ing a 
Poet, I can r e t u f r ^ n no answer but by 
saying that the high Idea I have of P o e t i c a l 
fame makes me think I see i t towering to ( s i c ) 
h igh above me. At any r a t e I have no (wi ) 
r i g h t t o t a l k u n t i l Endymion i s f i n i s h e d — 
i t w i l l be a t e s t , a t r i a l of my Powers of 
Imagination and c h i e f l y of my i n v e n t i o n . . . . 2 
K e a t s ' s i n i t i a l conception of Endymion was as a 
t e s t of h i s powers of invent ion . I t was v i s u a l i z e d as a 
complex and s k i l l - o r i e n t e d task that would u l t i m a t e l y prove 
h i s v a l i d i t y as a t rue poet . Keats s e l e c t e d the Greek 
myth of Endymion and Cynthia as a sub j e c t f o r t h i s s e l f -
imposed cha l l enge . 
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Keats d id not have any knowledge of Greek. Works 
of C l a s s i c a l r e f e r ence read i n school had f a m i l i a r i z e d him 
wi th Greek mythology e a r l y i n l i f e . His constant f a v o u -
r i t e s were Lempriere ' s C l a s s i c a l D ic t ionary , Andrew Tooke 's 
Pantheon and Spence 's PolvnTetis. La te r , c l a s s i c a l a l l u -
s ions encountered i n h i s reading of Shakespeare, Spenser, 
Marlowe and F l e tche r and other E l i zabethans added to h i s 
knowledge. The p u b l i c e x h i b i t i o n of the E l g in Marbles a l s o 
cont r i buted to h i s growing enthusiasm. 
Endymion marks the beg inning of the p o e t ' s guest f o r 
a p l a ce i n the 'Temple of Fame'. In the P r e f a ce t o the 
poem Keats wrote — 
I hope I have not too l a t e i n the day touched 
thf- beaut i fu l mythology of Greece and d u l l e d 
i t s b r i gh tnes s : f o r I wish t o t r y once more 
b e f o r e I b i d i t f a r e w e l l . 3 
The obse rva t ion ' t o o l a t e i n the day' conveys the 
t y p i c a l l y Romantic sense of l o s s at the decay of the i d e a l 
wor ld . In a n o s t a l g i c ve in , the poet d e s i r e s a beg inning 
which would not invo l ve a break from the past but a re turn 
to i t . He longs t o r e s to r e the s anc t i t y and the charm of 
the ancient f i c t i o n s so that they can once aga in serve as 
the i nexhaus t i b l e sources of the most r e f i n e d p l e a su r e s . 
Endymion, thus, i s a s t r a t e g i c move where the poet p lans to 
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c r ea t e '4000 l i n e s ' from 'one ba re circumstance ' and 
' f i l l them with P o e t r y ' . ^ And poetry should come as 
• n a t u r a l l y as the Leaves t o a t r e e ' . ^ This axiom can be 
i d e n t i f i e d as the Romantic p r i n c i p l e of natura l i n s p i r a t i o n 
and o r i g i n a l i t y . There i s a l s o an awareness that the poet 
must f a b r i c a t e a new mythology from the e x i s t i n g 'one bare 
circumstance ' . 
In a l e t t e r to h i s s i s t e r Fanny, Keats ou t l i n ed 
t h i s 'one ba re circumstance ' — 
Many yea r s ago there was a young handsome 
Shepherd who f e d h i s f l o c k s on a Mountain 's 
s ide c a l l e d Latmus — he was a very contemp-
l a t i v e so r t of a Person and l i v e d s o l i t r y 
( s i c ) among the t r e e s and P l a i n s l i t t l e 
th ink ing — that such a b e a u t i f u l Creature 
as the Moon was growing mad i n l ove with 
him — However, so i t was, and when he was 
a s l e e p on the Grass, She used to come down 
from heaven and admire him e x c e s s i v e l y from 
( s i c ) a long tim.e; and at l a s t could not 
r e f r a i n from carying ( s i c ) him away in her 
arms t o the top of that h igh Mountain Latmus 
wh i l e he was dreaming. 6 
Kea t s ' s i n t en t i on from the outset seems to have been t o 
reshape and deve lop the myth t o s u i t h i s own mythic v i s i o n . 
He o u t l i n e s t h i s i n t en t i on in an e a r l i e r poem ' I Stood 
T ip -Toe ' which i s t r ea ted by some c r i t i c s as a d i sca rded 
fragment of Sndymion. In t h i s poem, Keats t r a c e s the 
o r i g i n of poetry and mythology — 
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For what has made the sage 
or poet wr i t e ? 
But the f a i r pa rad i se of 
Na tu re ' s l i g h t . 
( 11. 125-26 ) 
The poet goes on to desc r i be 'The f a i r p a r a d i s e ' as ' a 
f o r e s t wide ' f u l l of ' f l o w e r s w i l d and sweet ' exposing 
v i s i o n s of mythical l o ve r s l i k e Cupid and Psyche, Pan and 
Syrinx, Echo and Narc i ssus , and a l s o Endymion and Cynthia. 
Keats appears to be t h e o r i z i n g that myths and legends o r i -
g i n a t e d i n imag inat ive response of the ' s avage and poet ' 
t o the b eau t i e s of nature. A l l these myths are b a s i c a l l y 
l ove themes and they record the o rdea l s and s a c r i f i c e s 
necessary f o r ach iev ing f u l f i l m e n t of t rue l ove . 
The moon i s h a i l e d as the 'Maker of sweet poets ' 
and ' C l o s e r of l o v e l y eyes to l o v e l y dreams ' . The moon, 
hence, becomes the metaphor f o r poe t i c i n s p i r a t i o n , imag i -
nat ion, c r e a t i v i t y and beauty. Her g ene r a t i v e i n f l u e n c e 
i s comrrunicated to Endymion who symbolizes the i d e a l poet— 
He was a poet, sure a l o v e r too, 
VJho stood on Latmos' top, what 
time there b lew 
S o f t b reezes from the myrt le 
v a l e below. 
And brought i n f a i n t n e s s solemn, 
sweet and s low 
A hymn from Dian's temple, wh i l e 
upswe l l i ng . 
3t7 
The incense went t o her own 
s t a r r y dwe l l i ng . 
But though her f a c e was c l e a r 
as i n f a n t ' s eyes. 
Though she stood smi l ing 
o ' e r the s a c r i f i c e , 
The poet wept at her so 
p i teous f a t e . 
Wept that such beauty should 
be de so l a t e . 
So i n f i n e wrath some golden 
sounds he won. 
And gave meek Cynthia her 
Endymion. 
( 11. 193-204 ) 
This passage, s i g n i f i c a n t l y conta ins the embryo of 
Endymion. I t i s sugges t i ve of the l a y e r s of meaning the 
poet was going to i nve s t i n the myth and a l s o of the sub-
stratu.Ti of the au tob iog raph ica l element where the poet him-
s e l f would merge with Endymion. Keats sees t h i s union as 
an exp res s ion of happiness, hea l th and love . He ra ted 
these b l e s s i n g s h i gh l y s ince h i s own l i f e had denied them 
t o him. 
Cynthia, in Greek mythology, i s i d e n t i f i e d with 
Artemis, A p o l l o ' s s i s t e r . Apo l l o i s the god of the sun, 
poetry , eloquence and prophecy. Artemis has a t r i p l e 
r o l e , that of the moon goddess, of a huntress equipped with 
the power of sending the p lague to the morta ls , and the 
b e n e f a c t o r who can provide the cure f o r the p lague . Keats's 
Cynthia adopts her b r o t h e r ' s a t t r i b u t e s and appears as 
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the female bene f ac to r of poets . Keats p robab ly u t i l i z e d 
t h i s technique t o keep a l i v e the technique of h i s e a r l i e r 
poetry where Apo l l o was the i n s p i r i n g d e i t y . The s h i f t 
i s s u i t a b l e because by now Keats had c l e a r l y begun t o t r e a t 
poet ry as a woman and the poet as her l o v e r . 
The myth of Sndymion and Cynthia, because of its 
a s s o c i a t i o n s with Apo l l o and i t s theme of e t e r n a l youth, 
beauty and love, he l d immense appeal f o r the young poet . 
Endymion's arduous journey and u l t imate immorta l i za t ion 
r e f l e c t K e a t s ' s deeper yearn ings t o be immortal ized as a 
poet . Endymion, the seeker, i s a l s o the sought f o r . 
Cynthia, the female counterpart of Apo l lo , d e s i r e s the 
union as despe ra te ly as Endymion h imse l f . I n f a c t , through 
myster ious and mystic means, she gu ides him a l l the way to 
t h e i r pre—destined wedding. This cou ld be symbolic of 
K e a t s ' s d e s i r e to be guided by A p o l l o to the he ights of 
p o e t i c a l fame. This c rav ing t o be accepted as a t rue poet 
adds the element of Narc iss ism to the o r i g i n a l myth. 
In gniyrrdon Ke^ts wanted to g i v e h i s r eade r s 
' . . . a l i t t l e Region to wander i n where they 
may pick and choose, and in which the images 
are so numerous that many are f o r g o t t e n and 
found a new in a second Reading' . 6 
A l l g r e a t poets, according t c him, wrote long poems. 
m 
Spencer 's long works had impressed Keats g r e a t l y . The 
poe t i c mazes of Epithalamion and The Fa i ry Queen O f f e r e d 
him f r e s h i n s i g h t s i n every subsequent read ing and that i s 
how he wanted to model h i s own poetry . 
Keats ded ica ted the poem to the memory of Thomas 
Chatterton and i n j u s t i f i c a t i o n of i t he s t a ted — 
Should anyone c a l l my ded ica t ion to 
Chatterton a f f e c t e d I answer as f o l l o w e t h : 
Were I dead. S i r , I should l i k e a book 
ded ica ted to me — 7 
K e a t s ' s sharpened senses could prec lude the shortened span 
of h i s l i f e . The premonition of death i s strong i n these 
e x t r a c t s and a l s o i n the empathy with Chatterton. This i s , 
a l so , perhaps the reason f o r h i s ' f e v e r i s h haste ' t o 
e s t a b l i s h h i s r eputa t i on as a t rue poet . 
Endymion was pub l i shed in A p r i l 1818. Un fo r tu -
nate ly , contemporary r e ac t i on was r a the r h o s t i l e as they 
f a i l e d t o perce ive tha profound mythic i n s i g h t of the young 
poet . Blackwood 's Magazing and Quar te r ly Review, two of 
tha l ead ing p e r i o d i c a l s of the day reviewed i t adve r se l y . 
Blackwood's c r i t i c i s m v/as p a i n f u l l y i n s u l t i n g — 
I t i s a b e t t e r and a w i se r thing t o be a 
s t a rved apothecary than a s t a rved poet, so 
back to the shop, Mr. John, back to the 
" p l a s t e r s , p i l l s and ointment boxes " . 8 
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' Q u a r t e r l y Review dismissed Keats as ' a copy i s t of 
Mr. Hunt' I t seems that the h o s t i l e a t t i t u d e of the 
c r i t i c s d id not make Keats l o s e h i s equanimity. This can 
be i n f e r r e d from the f o l l o w i n g e x t r a c t from one of h i s 
l e t t e r s of the same per iod — 
P r a i s e or blame has but a momentary e f f e c t 
on the man whose love of beauty i n the 
a b s t r a c t makes him a severe c r i t i c of h i s 
own W o r k s . . . . The Genius of Poetry must 
work out i t s own s a l v a t i o n i n a man : I t 
cannot be matured by law St precept , but by 
sensat ion St watch fu lness i n i t s e l f — That 
which i s c r e a t i v e must c r ea te i t s e l f — 10 
This passage a l s o prov ides , i n a nutshe l l , Keats ' s concept 
of a genuine a r t i s t . 
In a l e t t e r t o h i s pub l i she r , John Taylor , Keats 
says — 
The whole thing must I think have appeared 
t o you. Who are a consequ i t i ve Man as a th ing 
almost of mere words — but I a ssure you that 
when I wrote i t , i t was a r e g u l a r stepping of 
the Imagination towards a Truth. 11 
The mazes and i n t r i c a c i e s of the long poem have been con-
demnei f o r having nothing t a n g i b l e , i n them. However, to 
the poet h imse l f , i t seems to symbolize/ at a l e v e l , a 
mythic, upward ascent towards a ' t r u t h ' . I t i s an e x p l o -
r a t i o n of h i s profound sens i t i venes s t o the Greek s p i r i t as 
opposed to r i g i d forms of an t i qu i t y . The importance of 
Endymion l i e s i n the par t i n p lays i n the g ene r a l deve lop -
ment of the poe t ' s mythic v i s i o n r a t h e r than i n i t s 
i n t r i n s i c mer i t s . 
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The opening l i n e s of the poem desc r i be a green bower 
c h a r a c t e r i z e d by v e g e t a t i o n a l abundance. In the ancient 
a g r i c u l t u r a l r i t u a l s which enact the myth of the dying and 
r e su r r e c t ed v ege t a t i on god, the bower symbol izes the seed -
s tage . This bower o f f e r s the poet s l eep , dreams and health 
away from 'despondence' and 'gloomy d a y s ' . This e the rea l 
and secure abode i s a l s o symbolic of the womb. Here, the 
poet w i l l continue to s l eep , u n t i l 'Some shape of beauty 
moves away the p a l l ' . 
This ' shape of beauty ' i s sugges t i ve of a woman. 
Graves t r aces the foundat ions of Greek mythology to the 
many - t i t l ed Mother Goddess. Ancient Europe, accord i rg to 
him, had no gods. The concept of f a therhood d id not e x i s t 
i n the ancient r e l i g i o u s system u n t i l the coming of the 
Aryans. The Great Goddess was immortal, change less and 
omnipotent and motherhood was her prime a t t r i b u t e . The 
hear th was her s o c i a l symbol and the sun and the moon were 
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her c e l e s t i a l symbols. She was a l s o l i nked to the seasons. 
In spr ing she was a maiden and gave b i r t h to new buds and 
l eaves , i n summer she was a nymph and bore f r u i t and in the 
12 winte r she was a crone who had ceased to bea r . 
To make a beg inning , the poet must r e tu rn to the 
r i t u a l i s t i c s t a t e of v e g e t a t i v e innocence v i z the seed-
s t a t e and then a f t e r r e su r r ec t i on , he must f o l l o w the 
c a l e n d r i c a l cyc l e of change v i z . b i r t h , r i pen ing and death 
of v ege t a t i on in order t o beg in , deve lop and complete ' t h e 
s to ry of Endymion' — 
So I w i l l b e g i n . . . . 
Now wh i l e the e a r l y budders 
are j u s t new, 
. . . and as the year 
Grows lush in j u i c y s t a l k s , 
I ' 1 1 smoothly s t e e r 
My l i t t l e b o a t . . . . 
. . . but l e t Autumn b o l d . . . 
Be a l l about m& when I 
make an end. 
( I . 11. 39-55 ) 
The poem beg ins with a s p r i n g - r i t e f o r the nature -
good Pan, then f o l l o w s a pa t te rn of product iveness exp re -
ssed i n Endymion's v a r i ous encounters with Cynthia and i n 
i t s conclus ion conta ins an autumnal p i c tu r e of Endymion's 
r i t u a l i s t i c death i n a dying f o r e s t b e f o r e launching a nev/ 
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seasonal cyc l e i n i t i a t e d by the wedding of Endymion and 
Cynthia. 
Keats draws a rata logue of natura l bount ies , t r ees , 
sheep, d a f E o d i l s , r i l l s , musk-rose e tc . to maintain the 
atmosphere of f e r t i l i t y , c r e a t i v i t y and i n s p i r a t i o n gene-
r a t ed by the g reen bower. He then proceeds t o de sc r i be 
the • s ides of Latinos' . The sprawl ing f o r e s t f u l l of lush 
f o l i a g e , f e d by the 'moist ea r th ' c r ea t e s an image of 
p l en i tude . This i s the home of Pan, the god of un i v e r s a l 
nature and e r o t i c charms of the Arcadian f e r t i l i t y r i t e s . 
He i s the son of Hermes, the god of s l e ep and dreams, and 
i s a s soc i a t ed with woodland j o l l i t y , herds and f l o c k s . 
The dream- l ike de s c r i p t i on of the marble a l t a r and 
p rocess ion c rea te an image of i n c a l c u l a b l e age and the 
reader i s s k i l f u l l y t ranspor ted i n t o the tirmeless pagan 
wor ld . This 'dream' or t r a n c e - l i k e q u a l i t y i s charac -
t e r i s t i c of Keats ' s c r e a t i v e process , more s i g n i f i c a n t l y 
and consc ious ly de f ined in h i s l a t e r poetry . 
The poet r e c o l l e c t s the ' V a l e s of T h e s s a l y ' . 
Apo l lo , at one s tage , had incur red the wrath of Zeus and 
had been sentenced to one yea r ' s hard l abour i n the sheep 
f o l d s of kinr7 A,inetus. Now the poet compares the 
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process ion to the shepherd bands who ' Sat l i s t e n i n g round 
A p o l l o ' s p i p e ' . He r e c r ea t e s a v i s i o n of the primeval 
wor ld where the f i r s t duty of the i n d i v i d u a l was simply t o 
p l ay h i s g iven r o l e i . e . t o be born, t o work f o r h i s l i v e -
l ihood , and t o d i e . I n to t h i s simple and unassuming 
soc i e ty , the poet int roduces h i s hero. From the 'mu l t i tude ' 
the focus i s now s h i f t e d t o Endymion. 'The c h i e f t a i n 
King' f o l l o w s the throng. Lempriere c la ims — 
Some suppose that there were two of that 
name, the son of the king of E l i s and the 
Shepherd or astronomer of Car ia . 13 
Keats combines the two. The d e s c r i p t i o n of Endymion's 
c h a r i o t drawn by dapple-brown steeds i s based on the des -
c r i p t i o n of the coming of Apo l l o t o the Earth. Apo l l o i s 
u s u a l l y presented as d r i v ing the b r i l l i a n t and b l a z i n g 
c h a r i o t of the sun. His a r r i v a l was he ra lded by the songs 
of the spr ing sung by the b i r d s . Endymion's a r r i v a l i s 
procla imed by ' d i t t i e s ' of the 'Mu l t i t ude ' that r a i s e d 
t h e i r vo i ce t o the c louds . In appearance, Endymion i s 
l i k e Ganymede, the son of King Tros who, be ing the most 
b e a u t i f u l of the morta ls , was s e l e c t e d by the gods t o be 
Zeus ' s cup -bea re r . Zeus f e l l i n l ove with him, and d i s -
g u i s i n g himsel f in e a g l e ' s f e a t h e r s , raped him. La ta r on, 
i n compensation, Ganymede was g i ven the g i f t of immorta l i ty . 
45 
Ganymede's s tory o f f e r s an archetypa l precedence t o the 
exper iences of Endymion. Endymion, too, was l i s t e d as one 
of the most b e a u t i f u l morta ls and was f i n a l l y t o achieve 
i m r o r t a l i t y . 
Continuing the d e s c r i p t i o n the poet says that 
Endymion from a d i s tance looked l i k e ' One who dreamed/Of 
i d l e n e s s i n groves E l y s i a n ' . Elysium, be ing the p lace 
where those f avoured by the gods en joy a f u l l and b l e s s e d 
l i f e a f t e r death, r ep resents t o t a l happiness . However, 
Endymion when seen at c l o se qua r te r s e x h i b i t s ' A l u rk ing 
t r o u b l e i n h i s nether l i p ' . His express ion evokes depre -
s s i ng images 'Of y e l l o w l eaves , of o w l e t ' s c ry , /o f l o g s 
p i l e d so l emnly ' . These are the emblems of winter and 
invoke an atmosphere of s tagnat ion and decay. The ' l o g s 
p i l e d solemnly' suggest the f u n e r a l r i t e s of O r i en ta l 
mytho log ies . The poet takes pains t o communicate the 
s i g n i f i c a n c e of Endymion's recent exper iences t o the reader , 
Endymion has seen v i s i o n s of p e r f e c t happiness and has 
s u f f e r e d deeply with the r e a l i z a t i o n that they were simply 
dreams. 
In order t o g i v e the 'one bare c ircumstance ' the 
s t a tus of a mythos or p l o t , Keats constant ly weaves sma l l e r 
myths i n t o the f a b r i c of the major one. iVIyths that are 
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i rchetypes of the quest of human de s i r e and endeavour and 
the d e s t i n i e s of s i m i l a r adventurers are used t o i n s p i r e 
the hero i n the course of h i s journey. This r e p e t i t i o n of 
exper iences and acts c r ea te s a t a l i sman ic energy that 
enahnces the s p i r i t of adventure and a l s o he lps to s t r eng -
then the r e s o l u t i o n of the poe t -he ro t o continue on h i s 
way. 
The poet d i g r e s s e s f o r a wh i l e t o de sc r i b e the 
s a c r i f i c e to Pan. A venerab le p r i e s t l eads the process ion 
to a marble a l t a r . He, then, performs the r i t u a l s of 
pour ing a l i b a t i o n on the Earth and making an o f f e r i n g of 
the f i r s t f r u i t s . This i s f o l l o w e d by the chanting of a 
hymn to Pan. The hymn evokes the charm and the mystery of 
the v e g e t a t i o n a l cyc le — 
O thou, whose mighty pa lace 
roof doth hang 
From j a gged trunks, and 
over shadoweth 
Sternal whispers , glooms, 
the b i r t h , l i f e , death 
Of unseen flo^/ers i n heavy 
peacefiulness; . . . 
( I , 11. 232-35 ) 
The congregat ion p r a i s e s him f o r g i v i n g them a b o u n t i f u l 
ha rves t — 
. . . 0 thou, to whom 
Broad leaved f i g t r e e s even 
now foredom 
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Thei r r ipened f r u i t a g e . . . . 
. . . Oar v i l l a g e l e a s 
The i r f a i r e s t blossomoed beans 
and poppied c o r n ; . . . 
. . . Y e a , the f r e s h budding year 
A l l i t s completions — 
( I , 11. 251-60 ) 
Apart from being the bene fac to r , he i s a l s o the p r o t e c t o r — 
. . . b r e a t h e r round our farms 
To keep o f f mildews, and a l l 
weather harms; 
Strange min is t rant of undescr ibed 
sounds 
That cone a swooning over ho l low 
grounds, . . . 
( I . 11. 283-86 ) 
His bene f i cence i s counterpoised by a t e r r i f y i n g aspect . 
He i s a l s o the 'Dread opener of the myster ious doors/ 
Leading t o un i ve r s a l knowledge' . The f r i g h t e n e d congre -
ga t i on f e r v e n t l y prays to him t o remain "unknown" — 
A f i rmanent r e f l e c t e d in a sea; 
An element f i l l i n g the space 
between; 
An unknown — but no more 1 
( I . 11. 300-302 ) 
Endymion, the pr ince , the most b e a u t i f u l and brave , 
has been r e ce i v ing mysterious summons persuading him, t o 
c ro s s the 'myster ious d o o r s ' . The image of the doors 
f i n d s a p a r a l l e l i n a l e t t e r that Keata wrote to Reynolas 
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or May 3, 1818 — 
This Chamber of Maiden Thought becomes 
g r a d u a l l y darken 'd and the same time on 
a l l s i de s of i t many doors are set open. 14 
The hymn acqu i res au tob iog raph ica l s i g n i f i c a n c e as the poet 
l o s e s himsel f among the shepherds of Latmos. This e x t i n c -
t i o n of the s e l f , through the poe t ' s merging with the 
Shepherds, i s obv ious ly of a myst ica l k ind. Keats 's mytho-
poe i c a t t i t u d e s f i n d express ion i n these g ene r a t i v e r i t e s . 
A f t e r the chanting of the chorus i s over, the young 
Shepherds and maids dance t o the music of the p ipe . To the 
poet the whole scene appears as one from the mythic Golden 
Age 'High g e n i t o r s , unconscious d id they cu l l/T ime ' s sweet 
f i r s t - f r u i t s ' . Keats 's n o s t a l g i a f o r the simple generat ion , 
unta inted ecstacy of the Eden of innocence r e s u l t s i n t h i s 
magical p o r t r a y a l . 
Vlhen t i r e d of dancing, sane of the shepherds s i t 
down on the tur f to l i s t e n to s t o r i e s whi l e others v/atch 
the ' q u o i t - p i t c h e r s ' and thus evoke memories of Lcng ago— 
Of Hyacinthus, when the 
c r u e l b reath 
Of Zephyr s lew him -
Zephyr peni tent , 
'.fho now are , e re Phoebus 
mounts the f inrament . 
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Fondles the f l o w e r amid 
the sobbing r a i n . 
( I . 11. 327-31 ) 
Hyacinthus was a c c i d e n t a l l y k i l l e d whi l e p l ay ing a game 
of quo i t s with Apo l l o . Lempriere desc r i bed Zephyr as the 
k i l l e r . Zephyr's lament^ however, i s Keats 's own c o n t r i -
bu t ion . The poet proceeds t o t a l k about others who watched 
the archers , and thought of Niobe, the unhappy mother, and 
OL the journey of the Argonauts i n search of the Golden 
Fleece . Thus Keats dep ic t s the mind of the ancient people 
f i l l e d with thoughts of love , s a c r i f i c e and b rave ry . Those 
who sat i n the ' Sobe r r i n g ' with Endymion and the vene rab l e 
p r i e s t ' d i s c u s s e d upon the f r a g i l e bar/That keeps us from 
our homes e t h e r e a l ' . The use of the pronouns ' u s ' and ' o u r ' 
r e i n f o r c e s the poet ' s i d e n t i f i c a t i o n with the men of Latmos 
and a l s o suggests that he shares with them t h e i r v i s i o n s of 
the ' r u l e of Pate ' and of Elysium and i t s ' a n t i c i p a t e d 
b l i s s ' . The i n t u i t i v e wisdom of these shepherds t o s i f t 
the i l l u s o r y from r e a l i t y and t h e i r acknowledgement of the 
undoubted powers o£ the c r ea to r , shed l i g h t on Keats ' s 
myst ica l i n c l i n a t i o n s . 
As the d i s cus s i on proceeds, Endymion, unable to 
overcome ' t he cankering venorr of h i s s ec re t g r i e f , swoons. 
In a l l the passages dea l ing with l o ve - ep i sode s , Endymion 
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e i t h e r f a l l s a s l eep , swoons or ' d i e s ' . This i s the t y p i -
c a l l y Romantic concept of ' l o v e - d e a t h ' . I t he l d a s pec i a l 
appeal f o r Keats who was the most sensuous poet among the 
Romantics. The f i e r c e pass ion of the hero ' s l ove pa ra l y se s 
him and he i s conscious only of a l uxur ious s en sua l i t y that 
f l o w s through h i s l imbs . This ' d ea th ' i s a c t u a l l y a 
l i v i n g s t a t e where the f e r t i l e ground has been prepared f o r 
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the c r e a t i v e process , e i t h e r mental or phys i c a l . This 
exper ience f i n d s very c lose correspondence in the myth of 
the dying god. Thus, i t i s only na tura l f o r Keats to use 
the v e g e t a t i o n a l cyc le as the ground myth f o r the long poem. 
When Endymion swoons, h i s s i s t e r Peona comes to h i s 
a s s i s t a n c e . Keats probab ly de r i ve s her name from Peon, 
the nan^ of the phys ic ian t o the gods. Peona combines the 
soothing and comfort ing q u a l i t i e s of the tnother - f igure wi th 
the he a l i n g powers of the phys ic ian . She l e ads Endymion 
t o another r egene ra t i ve green recess and l a y s him down to 
s l e ep . The poet now invokes 'magic s l e ep ' as the 'G rea t 
Key-/To go lden pa l a ce s ' . 
Vlhev Endymion wakes, Peona persuades him to con f i de 
i n her as she i s a f r a i d that he has * Sinned in augh t/o f f en -
s i v e ' t o the heavenly powers. She r e c o l l e c t s the occasion 
when Actaeon was turned i n t o a stag and torn t o p iece by h i s 
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own hounds because he had acc ident l y seen Diana ba th ing . 
Diana represents the chaste aspect of the Moon-goddess. 
I n t u i t i v e l y , Peona senses EndyrDion's entanglement with the 
Moon. 
The Moon i s a very o l d and venerab le goddess . At 
a s tage . Great Goddess s p l i t i n t o three — the maiden, the 
nyroph and the crone — syrobol lsing the three aspects of 
moon, the new, the f u l l and the waning. She represents 
' t h e s p i r i t of e s s e n t i a l Beauty ' , the ' O l d e s t t r e e s ' are 
ho ly t o her; she can make dead th ings l i v e ' k i s s i n g dead 
th ings to l i f e ' , she manipulates the t i d e s of the Ocean, 
and the bea s t s and b i r d s and the c r ea tu re s of the sea are 
under her cont ro l . She i s a goddess of many names such 
as Diana, Proserp ine , Hecate, I s i s , Cybele, Ceres, Rhea, 
Ops, and Cynthia. 
In K e a t s ' s poem she appears in three forms v i z . her 
c e l e s t i a l form ( i n which Endymion recognizes her) and as 
two maidens, one go lden h a i r e d and the other b l a c k - h a i r e d 
in which he does not recognize her . The t r i p l e appearance 
causes the main compl icat ions of the p l o t . Endymion's 
p rog ress in love can be p a r a l l e l e d t o the e s s e n t i a l l y 
c y c l i c ca ree r oE the f e r t i l i t y god who d ies and i s reborn 
over and over again . The Matr iarch mates with her son-
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consort and then d i sappears f o r a time t o attend t o the 
a g r i c u l t u r a l p rocesses . Thf=' Matr iarch and the Moon and 
Peona are the three aspects of the one Great Goddess. The 
ignorance of the mortal hero and the mortal r eader lend 
mystery and i r r a t i o n a l i t y t o the atmosphere of the poem. 
Endymion, soothed by the i n t o x i c a t i n g music of 
Peona ' s l u te , na r ra tes h i s dream exper iences t o her . He 
s t a r t s with a d e s c r i p t i o n of h i s own f e a t s o f manl iness 
such as h i s adventures with the l i o n and the v u l t u r e . A f t e r 
t h i s , he r e f e r s t o a b e a u t i f u l ' nook, the very p r i de of 
June' where ' I have been used to pass my weary eves ' . On 
one occasion, he has a r a the r unnerving exper ience . There 
i s a sudden blossoming of ' a magic bed ' f u l l of ditamy 
and poppies under h i s f e e t . 'Ditamy' and ' popp i e s ' are 
th^. sacred f l o w e r s of Diana. This i s the f i r s t of a s e r i e s 
of l ove exper i ences . Endymion f a l l s a s l e ep and dreams of 
'The l o v e l i e s t moon'. The moon i s the p rov ide r of l i g h t 
and emotional and imaginat ive nourishment which i s so 
exce s s i v e that i t dazz l e s Sndym.ion. The moon d i sappears 
behind a c loud and a r a v i s h i n g l y b e a u t i f u l goddess takes 
i t s p l a ce . Bewi ldered, Endymion asks the d e i t i e s — 
Who from Olympus watch our 
dest ir ip>i ! 
Whence that completed form 
of a l l completeness ? 
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Whence came that high p e r f e c t i o n 
of a l l sweetness ? 
( I . 11. 605-7 ) 
The de sc r i p t i on of Cynthia 's go lden ha i r , white neck and 
the parad ise of her l i p s and eyes and hovering f e e t l eads 
t o a comparison with the ' s e a - b o r n Venus ' . ^^ I t i s a 
r i c h example of Keats 's imaginat ive c r e a t i v i t y . Cynthia 's 
incomparable beauty r a i s e d him t o ' d i z z y ' he ights of 
r ap tu re ' rradly d id I k i s s — The wooing arms which he ld 
me' . The embracing bodies r e s t ed on a bed of f l o w e r s . 
No one d i s tu rbed them save a 'peeping Oread ' . Oreads are 
mountain nymphs a s soc ia ted with Diana. Thei r embrance con-
t inued u n t i l Sndymion's ' Sweet dream/Fell i n t o nothing' . 
This pat te rn of enchantment and awakening t o d i s -
appointment i s recurrent i n Keats ' poetry . To dwel l on the 
cont ras t between dream and r e a l i t y i s a dominant Romantic 
t r a i t . The pa t te rn occurs again in ' I s a b e l l a ' , The Eve 
of St. Agnes, Larrda and a l s o in the major odes. 
Soon Endymion rece ives a second message from the 
other world. This time he sees a f ace i n a v/ell. I t i s 
'The same b r i gh t f a c e I t a s t ed in rry s l e e p ' . The we l l i s 
s i t u a t e d in a deep ho l low near the 'matron temple ' . He 
d e f i n e s c e r t a i n chi ldhood a s soc i a t i ons with the w e l l . 
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Latona was the mother of Cynthia and Apo l l o . The r e f e -
rence combines maternal and s i s t e r l y a s soc i a t i on s with 
e r o t i c a s s o c i a t i o n s of the be loved . And f i n a l l y there are 
a l s o the N i r - : ;.r.i"3tlc assoc iat ions of the f ac£ r e f l e c t e d in 
water . Sndymion, the seeker, i s a l s o be ing sought. 
Sndymion r e ce i v e s a t h i r d communication from a 
g r o t t o . k^-jile wandering around a h i l l s i d e , Endymion 
a r r i v e s at a g r o t t o which he b e l i e v e s to be the p lace from 
which Proserp ine , the queen of the underworld, ascends and 
descends. The communication i s as f o l l o w s — 
'Endymion 1 The cave i s 
s e c r e t e r 
Than the i s l e of Delos, 
Echo hence s h a l l s t i r . 
No s ighs but sigh-warm 
k i s s e s , or l i g h t noise 
Of thy combing hand, the 
whi le i t t r a v e l l i n g c l oys 
And trembles through my 
l a by r i n th ine h a i r . ' 
( I . 11.- 965-69 ) 
Endymion, by now, i s completely and f e v e r i s h l y in 
love with t h i s e l u s i v e maiden. He i s f i l l e d v/ith the 
energy of love and i s ready to aat out in quest of her . 
Endymion's s i s t e r , Peona, being a mortal i s unable 
t o g r a s p the s i g n i f i c a n c e of h i s exper ience . To her i t ju3t 
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shows a ' poo r weakness" . Endymlon e a r n e s t l y defends the 
exper ience and says there i s 'noth ing baoo' i n i t because 
of i t s i n t e n s i t y and ' h i g h e r hope ' . Endymion's i n s i s -
tence on the r e a l i t y of t h i s v i s i o n i s a c t u a l l y a r e - p r e -
senta t ion of Keats ' s well-kno\^m theory propounded in h i s 
l a t t e r t o Ba i l ey , w r i t t en on Nov 22, 1817. There he 
vehemently a s s e r t s — 
I am c e r t a i n of nothing but the h o l i n e s s 
of the Heart ' s a f f e c t i o n s and the t r u t h of 
Imaginat ion — V^ /hat the Imaginat ion s e i z e s 
as Beauty must be t ru th — whether i t 
e x i s t e d b e f o r e or not — f o r I have the same 
Idea of a l l our Pass ions of Love. They are 
a l l i n t h e i r sublime c r e a t i v e of e s s e n t i a l l y 
Beauty — 17 
David P o l l a r d d i s cove r s a Greek a t t i t ude i n t h i s passage— 
This i s a movement of the Pass ions as the 
Greeks understood i t . Pathos l i k e i t s 
L a t in equ iva l en t , Pass io , impl ies an impo-
s i t i o n from without which happens t o a man 
who remains pas s i ve . 18 
Book I concludes i n another rude awakening of the 
hero. 
I l l 
Endymion's quest beg ins in Dk. I I . As hero of the 
mythical quest , he has t o exp lo re the liarth, the water, and 
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the a i r b e f o r e he can a t t a in unity with the sought. The 
descent i n t o the bowels of the Earth represents an a rche -
typa l quest - image. The Earth, in the mythologies of 
a g r i c u l t u r a l s o c i e t i e s , i s n ece s s a r i l y env i saged as a woman, 
as she i s the o r i g i n a l producer of f ood . The seed must be 
b u r i e d i n the Earth i f i t i s t o germinate. According t o 
the myth of f e r t i l i t y , the consort of the Great Goddess 
couples with her, d i es , and i s born once aga in as her son. 
I n s t i n c t i v e l y s e n s i t i v e t o mytholog ica l r e l a t i o n s h i p s , 
Keats gu ides Endymion i n t o the "Sparry ho l l ow of the 
World" , thus s i g n i f y i n g the roo t ing process of the seed. 
The na r r a t i v e , i n th i s sect ion , beg ins with an 
apostrophe to l ove . Keats e s t a b l i s h e s love as a sovere ign 
power which has e v e r l a s t i n g v a l ue . He says that h i s t o r y 
i s a ' g i l d e d cheat ' because i t records j u s t the events and 
i gnores the g r e a t e r dimension of human emotions v i s l ove . 
Thus the s to ry of the Tro jan War i s meaningless except f o r 
the love s tory of T r o i l u s and Cres s ida — 
Yet, i n our very sou ls , we 
f e e l amain 
The c l o s e of T ro i l u s and 
C r e s s i d sweet. 
( I I . 11. 12-13 ) 
The only path worthy of the 'muse' i s that of ' l o v e and 
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p o e s y ' . The poet turns t o mythology as the p e r f e c t 
v e h i c l e f o r the a r t i c u l a t i o n of h i s ph i l o sophy . He set 
about — 
In c h a f i n g r e s t l e s s n e s s . . . 
. . . t o up rea r 
L o v e ' s s t andards on the 
ba t t l ement of song. 
( I I . 11. 39-41 ) 
The ' B r a i n - s i c k shepherd p r i n c e ' i s f ound 'wande -
r i n g i n u n c e r t a i n ways' u n t i l he i s a t t r a c t e d by a bud on 
a ' w i l d r o s e - t r e e ' . He plu-^ks the r o se , d ips i t in the water 
of a shady sp r ing , the bud m a g i c a l l y f l o w e r s and r e l e a s e s a 
go lden b u t t e r f l y w i th s t range c h a r a c t e r s p a i n t e d on i t s 
w ings . The b u t t e r f l y gu ides him i n t o a g l e n , t o a s p l a -
sh ing f o u n t a i n nea r the mouth of a cave . Midst music that 
f l o w s i n from a d i s t a n t ' h o l y b a rk ' c a r r y i n g p i l g r i m s t o 
De lph i , the b u t t e r f l y i s metamorphosed i n t o a nymph who 
d e l i v e r s a message of hoF)e — 
thou must wander f a r 
In o ther r e g i ons , past the 
scanty b a r 
To morta l s t eps , b e f o r e thou 
cans ' t be t a ' en 
Prom every wast ing s i gh , 
f rom every pa in . 
I n t o the g e n t l e bosom of 
thy l o v e . 
( I I . 11. 123-27 ) 
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The b u t t e r f l y i n Greek i s c a l l e d 'psyche ' which i s a l s o 
the Greek name of the sou l . The rose , t r a d i t i o n a l l y , i s 
the symbol of l ove . The f a c e in the w e l l and the nyit;ph 
in the f ounta in suggest a female or g ene r a t i v e aspect of 
the w a t e r - s p i r i t . The compl icat ion, obv ious ly , i s that 
Endymion's ques t -descent i n t o the underworld i s not the 
t r a d i t i o n a l descent i n t o the land of the dead, but as pa r t 
of the r egene ra t i ve r i t e s of the f e r t i l i t y myth which i s 
be ing susta ined as the ground myth by the poet . 
The sudden disappearance of the nymph causes some 
despa i r t o Endymion. However the r e gene r a t i v e energy of 
h i s love he lps him to recover . He swears by ' t h e Orphean 
l u t e ' that he w i l l not g i v e up but continue s t e a d f a s t l y t o 
search f o r h i s ' t h r i c e - s e e n l o v e ' . The r e f e r e n c e t o the 
' Orphean l u t e ' i s s i g n i f i c a n t . In Greek mythology, 
Orpheus was the most famous poet and musician who ever l i v e d . 
I n f a c t he i s t r e a t e d as the founder of the mystic c u l t kno «^m 
as Orphism. A p o l l o g i f t e d Orpheus with a l y r e and the 
muses taught him hou to use i t . He enchanted the w i l d beas t s 
and made the rocks move t o the sound of h i s music. l-flnen 
h i s w i f e Eurydice d ied of a snake -b i t e , he b o l d l y c rossed 
i n t o Tartarus with the in tent ion of b r i n g i n g her back. With 
h i s b e a u t i f u l music he charrced the ferryman and the Judges 
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and a l s o suspended the t o r tu r e s of the damned s ou l s . 
Persephone a l lowed him to take Eurydice on the condi t ion 
that he should not look back. He broke h i s promise and 
thus l o s t her f o r e v e r . La te r , the Maenads t o r e him to 
p i e ce s and h i s head f l o a t e d down the r i v e r s t i l l s ing ing . 
U l t imate ly i t came to r e s t in a cave where i t prophes ied 
day and night u n t i l Apo l l o bade i t be s i l e n t . The l y r e was 
then taken up to heaven to become one of the c o n s t e l l a t i o n s . 
Orpheus, thus, becomes the metaphor f o r love , poetry 
and myth. The Orphic vo ice i s the prophecy of the poet and 
the Orpheus myth, in i t s n a r r a t i v e , exposes a method of 
b r i d g i n g the wor lds of the morta ls and the immortals. His 
journey to Hades b r i n g s in the s p i r i t of i nqu i ry and adven-
tu re . So f a r , the myth o f f e r s a p a r a l l e l t o the s tory of 
Sndymion. However, Orpheus l o s t a l l as the r e s u l t of an 
extremely mortal weakness. Endymion, i f he i s not t o 
s u f f e r the same f a t e must t ranscend m o r t a l i t y . So, he prays 
t o Cynthia ( s t i l l not aware of her r e a l i d en t i t y ) f o r he lp . 
Almost immediately he f e e l s that 'The bars/That kept my 
s p i r i t in are b u r s t ' . 
The exper ience i s so ' d iz^y ' and ' d a z z l i n g ' that 
he once again c a l l s to the goddess f o r he lp . His 'maddened 
s t a r e ' ' l i f t e d hands' ' t r emb l ing l i p s ' and f i n a l l y be ing 
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' f r o z e n t o s ens l e s s stone' imply that the process of 
immorta l i za t ion or d e i f i c a t i o n has begun. This s t a t i on ing 
or f r e e z i n g as a s ta tue i s the base of Keats 's imagery of 
the d e i f i c a t i o n of h i s heroes . The image of 'marble-men' 
occurs i n the sonnet on the E l g i n Marbles, i n Hyperion and 
a l s o i n the Ode on a Grec ian Urn. The scu lp tu red f i g u r e s 
have achieved a kind of immorta l i ty through be ing f r o z e n 
i n t o stone. To t r e a t s ta tues as ' b r e a t h i n g stones ' was 
a common aes the t i c response of the Romantics. 
This exper ience of Endymion f i n d s an a rchetypa l p r e -
cedence i n the story of Niobe. Niobe was so proud of her 
seven sons and seven daughters that she taunted Leto f o r 
having only two c h i l d r e n . Leto, i n anger, k i l l e d a l l of 
N i obe ' s f ou r t e en c h i l d r e n l eav ing her a lone t o b ewa i l her 
l o s s . On the tenth day, Zeus turned her i n t o stone. The 
torment of be ing separated from those she loved, r e s u l t e d 
i n Niobe being f r o z e n i n t o stone. Endymion, too, has 
exper ienced the torment of be ing separated from the one he 
l oved . Using t h i s m.yth as the image-base, Keats suggests 
that Endymion, too, vias ' f r o z e n t o s ens l e s s s t o n e ' . 
To enhance the poignancy of Endymion's f e e l i n g s , the 
poet r e f e r s t o Deucal ion and Orion. Deucal ion 's f l o o d was 
the r e s u l t of Zeus' s anger. Zeus intended to wipe o f f the 
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e n t i r e human race . Deucal ion and h i s w i f e su rv ived in an 
ark and thus the human spec ies was preserved . For nine 
days, however, they prayed to Zeus t o withdraw the waters . 
Orion was a g i an t who was loved by Eos, the dawn. Artemis, 
out of j e a l o u s y , took away h i s eyes ight and b l i n d Orion 
remained 'hungry f o r the morn' . 
Endymion i s t o l d by a vo i ce from the cavern to 
' Descend' — 
A l i t t l e lower than the 
c h i l l y sheen 
Of i cy p innac les , and 
d i p p ' d s t th ine arms 
Into the deadening e ther 
that s t i l l charms 
Their marble be ing ; — 
now as deep profound 
As those are high, descend 1 
He n e ' e r i s crowned 
With immorta l i ty , who 
f e a r s t o f o l l o w 
VJhere a i r y vo i c e s lead ; 
so through the hol low. 
The s i l e n t myster ies 
of earth, descend i 
( I I . 11. 207-214 ) 
The ' a i r y vo i c e ' adv ises Sndytrion to t r e a t t h i s 
descent as an ' a s c e n t ' of a p innac le . Images of ascent 
and descent are in te rchangeab le in the ancient Greek con-
cept of time which i s represented by the an o v e r - r e v o l v i n g 
wheel . Endytrion's descent i s not an escape but a r a ther 
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myst ica l a e r i a l ascent, the journey of achievenient, of a 
newly l i b e r a t e d human s p i r i t , suggested i n the e a r l i e r l i n e 
•the b a r s / That kept my s p i r i t i n are b u r s t ' . 
The l a b y r i n t h that Endymion enters i s hard, gleaming 
and m e t a l l i c with f e a r f u l , v a s t caverns and p i t s . I t i s 
symbolic of the human sub -consc ious . He meanders through 
f a n t a s t i c passageways l i g h t e d by spa rk l ing gems. He i s so 
absorbed in t h e i r b eau t i e s that he f a i l s t o not ice the 
• f i e r c e r wonders' which can only be comprehended by 'The 
mighty ones who have made e t e r n a l day/For Greece and 
Eng land ' . 'Mighty ones' r e f e r s t o the major poets who are 
env i s i oned as l i v i n g i n Elysium and continuing the task of 
w r i t i n g imper i shab le poetry . A note-worthy imp l i c a t i on of 
these l i n e s i s that immorta l i za t ion of Endymion w i l l a l s o 
be the immorta l i za t ion of Keats the poet . 
Endymion no^/ comes across a temple of Diana. The 
wonders and beaut i e s of the f a s c i n a t i n g subterranean journey 
had d i v e r t e d him te i rporar i ly from h i s sorrow. Now, however, 
the ' h a b i t u a l s e l f r e turns . He remembers h i s unhappiness 
and h i s quest . He ad l r e s sea a prayer to Diana — 
Young goddess, l e t m.e see 
my nat ive bowers 1 
De l i v e r me from th i s 
rapac ious deep 1 
( I I . 11. 331-32 ) 
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In answer t o h i s prayers , music gu ides hirr t o a 
sec re t underground bower, l uxur i an t i n v ege t a t i on . This 
i s the bower of Adonis. A g reen bower v/ithin the bowels 
of the Earth i s a Keats ian invent ion . Greenary i n a l l 
forms, i s t r a d i t i o n a l l y the cover f o r the e x t e r i o r of the 
ea r th . However to sus ta in the presence of the r e gene r a -
t i v e Mother throughout the na r r a t i ve , the poet c r ea t e s 
the green bower. 
He i s admitted by a ' Serene c u p i d ' . In Roman mytho-
logy , Cupid i s the boy -god of l ove , son of Venus. But here, 
Keats ' s r e f e r ence i s not t o the boy -god but an attendant of 
Venus. The ' f e a t h e r e d l y r i c i s t ' whispers — 
Though from upper day 
Thou a r t a wanderer, and thy 
presence here 
Might seem unholy, be of 
happy cheer '. 
For ' t i s the n icest touch 
of human honour 
When some e the r ea l and 
h i g h - f a v o u r i r g donor 
Present imrrortal bowers 
t o mortal sense — 
And no\/ ' t i s done t o thee, 
Sndymion 
( I I . 11. 433-39 ) 
The ' e t h e r e a l donor' i s obv ious ly h i s dream- love . By f o l l -
owing the d i c t a t e s of the ' a i r y vo i c e ' , Endymion has 
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proved h i s f i d e l i t y i n l ove . Acknowledging t h i s , the 
goddess rewards him with a prophet ic g l impse i n t o ac tua l 
mythology. This i s a l s o the moment of i n i t i a t i o n v/here he 
w i l l r e c e i v e a new and p o s i t i v e o r i e n t a t i o n that w i l l p r e -
pare him f o r the l i f e of a de i t y . 
Adonis i s a s l e ep on a s i l k e n couch. He , ' S a f e i n 
the pr ivacy of t h i s s t i l l region* i s completing h i s w inter 
s l e ep . The path t o the bowet had l e d through c o l d stone 
caverns . Thus Adonis, too. I s ' f r o z e n to s ense l e s s stone ' 
and l i k e the dreamy Endymion he, too, i s a s l e e p e r . 
According t o the myth, Venus arose from the foam of 
the sea, near the coast of the; i s l a n d of Cynthera. She 
was wa f t ed by the Zephyrs and r e c e i v e d on the sea - shore by 
the seasons, who were daughters of Jup i t e r and Themis. She 
was extremely proud of her beauty . But the w i f e of King 
Cinyras boas ted that her daughter Smyrna was more b e a u t i f u l 
than Venus. The goddess averaged t h i s i n s u l t by causing 
Smyrna t o f a l l i n l ove with h^r own f a t h e r . Smyrna used 
t o s a t i s f y her d e s i r e s by using the darkness of the nights 
as a cover u n t i l one day Ciryr-as d i scovered her g u i l t y 
s e c r e t . Wi ld with wrath he chased her with a sword. Smyrna 
was changed i n t o a myrrh t r e e . Out of t h i s t r e e was born 
Adonis . Venus no\/ f a l l i n l ove with him and when he was 
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k i l l e d by a boar whi l e hunting, she caused the rose t o 
spr ing from h i s b l ood . Both Venus and Proserp ine now 
c la imed him. Jup i t e r decreed that Adonis should spend 
pa r t of the year with each. The myth of the shar ing of 
Adonis by Venus and Proserp ine i n d i c a t e s the a rcha ic ana-
logy of the two goddesses . This analogy i s a c t u a l l y 
i d e n t i t y , i n one ambivalent goddess f i g u r e . I t i s a l s o 
p rophet i c of the next s e r i e s of Endymion's adventures when 
he i s t o be shared by two maidens. 
Cupid o f f e r s a f e a s t t o Endymion. The f o o d i s 
d e l i c a t e and e x q u i s i t e and evoca t i ve of r i c h mytholog ica l 
a s s o c i a t i o n s . The wine evokes memories of Bachus ' s 
a s s o c i a t i o n s with Adriane; the cream i s ' sweeter than that 
nurse Amalthea skimmed' f o r Jup i t e r , and the pears have 
been sent by Vertumnus, the Roman god of Spr ing . The under -
wo r l d that Endymion v i s i t s has constant i n t e r a c t i o n with the 
r e g e n e r a t i v e f o r c e s of nature. The l uxu r i an t v e g e t a t i o n a l 
abundance i nd i c a t e s the presence of the l i f e - s p i r i t i n the 
underworld. The f e a j t that ilndynion i s o f f e r e d i s 
' ready t o melt bet'/een an i n l a n t ' s gums' . In the r i t u a l 
of i n i t i a t i o n , i n the primeval r e l i g i o n s the f e r t i l i t y god 
r e c e i v e d e x o t i c f ood b e f o r e copu la t ing with the Great 
Goddess. This food and love sequence occurs aga in and 
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aga in i n Keats ' s poetry . Pood serves as sacrament or 
'communion' i n the r i t u a l magic that makes the ea r th p ro -
v i d e n t . Though Adonis i s the f e r t i l i t y god, the exo t i c 
f ood i s o f f e r e d t o Sndymion. The f ood e t h e r e a l i z e s 
Endymion's senses, and he beg ins t o ' f e e l immorta l ' . Now, 
Venus descends i n t o the bower and Endymion i s w i tness to 
the ' r e b i r t h ' and her union with the 'new-born ' l o v e r 
that i s the gene ra t i ve p r i n c i p l e of l i f e . With a v iew t o 
encouraging Endymion, Venus says — 
Endymion, one day thou w i l t 
be b l e s t . 
So s t i l l obey the gu id ing 
hand that f ends 
Thee s a f e l y through these 
sweet ends. 
( I I . 11. 573-75 ) 
Fee l ing ' a s s u r e d of happy t imes ' he moves ahead. He 
d i s cove r s that the diamond path ends ' a b rup t i n middle 
a i r ' . He prays to Jup i t e r f o r he lp . An e a g l e appears 
and c a r r i e s him to ' A jasmine bowe r ' . The bower i s very 
e r o t i c — 
I t was a jasmine bower, a l l 
bestrown with go lden mass. 
His every sense had grown 
Etherea l f o r p l easure : 
( I I . 11. 670-72 ) 
B? 
Fol lowing the r i t u a l i s t i c mode of the f ood and love sequ-
ence, t h i s bower i s the p lace where he i s des t ined to 
encounter h i s dream-goddess — 
Stretch ing h i s indolent arms, 
he took - 0 b l i s s I -
A naked wa is t : ' P a i r Cupid, 
whence i s t h i s ? ' 
A wel l -known vo i ce s ighed 
'Sweetest , here am I 1' 
At which s o f t ravishment, 
with dotiftg cry 
They trembled t o each other . 
( I I . 11. 712-16 ) 
The i r love-making i s an extens ion of the food - image of the 
bower of Adonis. Endymion 'dreams ' d e l i c i o u s l y ' , t a s t e s 
her , and ' s i p s ' her ' e s s e n c e ' . Endymion's concern now 
i s t o r e t a i n these moments of happiness f o r e v e r — 
' O known Unknown from whom 
my be ing s i p s 
Such d a r l i n g essence, where fore 
may I not 
Be ever i n these arms ? 
( I I . 11. 739-41 ) 
Cynthia t e l l s him that there i s an obs tac l e i n the 
course of t h e i r l ove . She i s the goddess of c h a s t i t y and 
hence cannot comjnit adu l te ry . The poet thus makes a r a the r 
Ch r i s t i an concess ion. Consummation of l ove r e q u i r e s sanc-
t i f i c a t i o n . A marr iage must take p lace and then they w i l l 
have ' a n immortal ity of pass ion ' — 
. . . w e w i l l shade 
Ourselves whole summers by 
a r i v e r g lade . 
And I w i l l t e l l thee 
s t o r i e s of the sky. 
And breathe thee whispers 
of i t s m i n s t r e l s y . . . 
L i sp ing empyrean w i l l I 
sometimes teach 
Thine honeyed tongue — 
lu t e b reath ings , which I gasp 
To have thee unders tand . . . 
( I I . 11. 810-813, 819-21 ) 
The imp l i ca t i on i s that through h i s marriage, 
Endymion w i l l not only be immortal ized but w i l l a l s o become 
an imn^ortal poet. She w i l l be h i s d iv ine Muse. The reward 
of f e r t i l i t y w i l l extend t o immortal poetry . The go lden -
h a i r e d maiden in t h i s myth of Endymion and Cynthia represents 
the maiden form of the Great Goddess r e spons i b l e f o r the 
breeding funct ions . This i s a r e s u l t of Keats 's school -boy 
f i x a t i o n with ' a f a i r woman as a pure goddess ' that appears 
i n a ra ther con f e s s i ona l l e t t e r of July 1818 — 
I am ce r t a in I have not a r i g h t f e e l i n g 
towards '^Jom.en.... Is i t because they f a l l so 
f a r beneath my Boyish irragj nation ? When I 
was a Schoolboy I thought a f a i r Woman a 
pure Goddess, my min^ was a s o f t nest i n v/hich 
some one of them s l ep t , though she knew i t 
not — 19 
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Most of h i s hero ines (Cynthia . Madeline, I s a b e l l a ) appear 
as pure and chaste maidens. This i s Keats 's concept o£ ths 
r>3r-ect woman. Love-making, f o l l o w i n j ths t r a d i t i o n of the 
f e r t i l i t y r i t e s i s a mystery and the i n i t i a t i o n should be 
ceremonial and should take p l ace i n the hidden depths of 
e i t h e r mytholog ica l underworld as i n Endymion or i n the 
depth of the dream world as i n The Eve of St. Agnes and 
Lamia. The swoon of Endymion i s a mystic death which can 
be p a r a l l e l e d to the temporary death of Adonis and t h i s i s a 
necessary s tep f o r the achievement of an ' immor ta l i t y of 
pas s i on ' . 
A f t e r the departure of the goddess, Endymion now 
' began to ponder on a l l h i s l i f e ' and found that ' E s sences -
once s p i r i t u a l are l i k e muddy l e e s ' in comparison to the 
'mag ic ' of ' e x c e s s i v e l o v e ' . Love has he lped him to evo lve , 
and to l i b e r a t e himsel^ Erom the b a r r i e r s of m o r t a l i t y . 
At t h i s s tage , the poet i n t e r r u p t s h i s n a r r a t i v e to 
comment on the importance of t r a d i t i o n s and on the genes i s 
of mythology. This ' d i t t y ' — 
Long ago ' twas t o l d 
By a cavern wind unto a 
f o r e s t o l d 
And than the f o r e s t t o l d 
i n i t a dream 
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To a s l eep ing lake, whose 
coo l and l e v e l gleam 
A poet c a u g h t . . . 
He sang the s to ry up i n t o 
the a i r 
Giving i t un i ve r s a l freedom. 
( I I . 11. 830-834, 838-39 ) 
The poet i s suggest ing that myths embody elemental t r u th s . 
They b r ing r e a l i z a t i o n and enl ightenment. He de f i ne s 
mythology as ' t h e t r a d i t i o n of the gusty deep' and f i n d s 
w i th in i t p o t e n t i a l f o r change and de l i ve rance . 
This d i v e r s i on g i ve s Endymion the time to recover 
f rom h i s swoon and to continue on h i s way once aga in . Now 
he ente rs ' A v au l t ed dome' that was 'huge and s t r a n g e ' . 
Midst f o g and dusk appears Cybele ' t he shadowy queen' 
sea ted i n a l i o n drawn cha r i o t . She s i l e n t l y , ' f a i n t s 
away/Into another gloomy a r c h ' . Cybele i s the s i n i s t e r 
aspect of the Great Goddess. She i s the d e a t h - i n - l i f e 
goddess . She destroys her consort as the queen-bee d e s t -
roys the drone. One of her s anc tu r i e s i s a subterranean 
chamber. This i s the malignant v e r s i o n of l ove -bower . 
That Cybela passes him by vi/ithout any communication suggests 
that he has imbibed the vdsdom that a rchetypa l quest heroes 
imbibe i n t h e i r underworld descents . 
Endymion now encounters Alpheus, a r i v e r god and 
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Arethusa a water-nymph. Alpheus f e l l i n love with 
Arcthusa when she was bath ing i n h i s stream. She f l e d 
f rom him and was t ransformed by Diana i n t o a f ounta in . But 
Alpheus f l o w i n g under the sea was un i ted w i th the f ounta in . 
The Keats ian hero enters the myth at a po int when 'Sudden 
f e l l / T h o s e two sad streams a down a f e a r f u l d e l l ' . Sympa-
t h i z i n g with t h e i r agony Endymion prays to h i s be loved — 
Thee, g en t l e Goddess of my 
p i l g r image . 
By our e t e r n a l hopes, t o 
soothe, t o assuage, 
I f thou a r t power fu l , these 
l o v e r s ' pa ins . 
And make them happy i n some 
happy p l a i n s . 
( I I . 11. 1014-17 ) 
Endymion's immorta l i zat ion has begun. This i s obvious by 
the f a c t that he can now p a r t i c i p a t e i n the enactment of a 
myth. By shar ing the agony of the others and o f f e r i n g 
sympathy, he i s , l i k e Co l e r idge ' s Mariner, r e l e a s e d from 
c a p t i v i t y of body and s p i r i t . This i s an express ion of 
Keats ian humanism. 
Book I I concludes v/ith t h i s prayer f o r the v i c t o r y 
of l ove and e t e r n a l happiness of a l l l o v e r s . 
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CHAPTER I I I 
The Cosmic Marr iage 
Endvmlon Bks. I l l & IV 
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Bks. I l l and IV represent the nsxt two phases of 
the quest . The two w a t e r - s p i r i t s Alpheus and Arethusa 
l e a d Endymion from under the Sarth i n t o the sea — 
Her turned — there was a 
whelming sound. He 
Stepped — 
There was a coo l e r l i g h t ; . . . 
He saw the g i a n t sea above 
h i s head. 
( I I . 11. 1018-23 ) 
This i s the beginning of the second pa r t of the 
mythic quest . In t r a d i t i o n a l mythology water r ep r e sen t s 
the l i f e s p i r i t , i t i s the symbol f o r c r e a t i v i t y and 
the medium of p u r i f i c a t i o n . A l l v e g e t a t i o n i s nourished 
by water and man i s reborn of water and the s p i r i t . As 
the descent t o the underworld was needed f o r the seed to 
germinate, the journey through water i s needed f o r the new 
sap l ing t o f l o w e r and f r u i t . Throughout Endymion's sub -
te r ranean journey there are r i v e r s and c a t a r a c t s . S i g n i f i -
c an t l y , i n Bk. I a l l the three messages from the underworld 
were a s soc i a t ed with water . The f i r s t was r e c e i v e d i n a 
dream i n 'me l low ut terance ' comparable t o the sound of a 
' c a v e r n s p r i n g ' ; the second from a w e l l and the t h i r d 
from a f ounta in . 
f1 f 
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Book I I I opens with a condemnation of f a l s e gods. 
The poet comments on the smal l s t a tu r e of these s e l f -
appointed d e i t i e s who have not ' ons t inge of sanctury 
splendour* , Their ' b aa ing v e n i t i e s ' ' s e l f - a p p l a u s e ' 
and the ' i n t o x i c a t i n g tones ' of t h e i r worshippers f o r c e 
him to ask ' A r e than r e g a l i t i e s a l l g i l d e d masks ? ' The 
answer f o l l o w s — 
No, there are throned sea t s 
unsca l ab l e 
But by a pa t i en t wing, a 
constant s p e l l . 
Or by e t h e r e a l th ings 
that , unconfined. 
Can make a l adde r of the 
e t e r n a l wind. 
And po i se about i n c loudy 
thunder - tents 
To watch the abysn^-birth 
of elements. 
Aye, ' bove the w i ther ing 
of o l d - l i p p e d Pate 
A thousand Powers keep 
r e l i g i o u s s t a te . 
In water , f i e r y realm, 
and a i r y bourne. 
And, s i l e n t as a consecrated 
urn. 
Hold sphery sess ions f o r 
a season due. 
( I I I . 11. 23-33 ) 
The ' th roned sea t s ' be long to the t rue d e i t i e s . The 
s a n c t i t y of t h e i r o f f i c e s i s s t r i c t l y maintained. Their 
procedures are as ' s i l e n t as a consecrated urn' i n 
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contras t to the ' shout ing and be laboured drums' of the 
f a l s e gods. Super ior a s se t s l i k e pat ience and s i n c e r i t y 
• can make a l adde r ' f o r the myst ica l , a e r i a l ascent to the 
heavenly reg ion above the pr imal d i v i s i o n s of the cosmos 
v i z . ear th , water, a i r and f i r e . Endymion's quest through 
the same primal realms i s a l so a t e s t of h i s pat ience and 
s i n c e r i t y . In B k . I I Keats had t r a ced the o r i g i n of mytho-
logy to the elements. Now he, r e i t e r a t e s h i s f a i t h in the 
s u p e r i o r i t y of the m^ythic v i s i o n . The consecrated u m ' 
conc re t i z e s , f o r the poet, the s p i r i t of h is mythic v i s i o n . 
The um i s a recur rent image as the re l evance of mythology 
to poetry i s a r ecur rent quest ion . For Keats, mythology 
embodies the rudiments of poe t i c magic. I t conta ins in i t s 
depths the secret p r i n c i p l e s of poe t i c decorum which only 
the t rue poet with h i s i n s t i n c t i v e reverance can i d e n t i f y . 
And when the ' h i gh Poet ' comes in contact wi th the gods — 
. . . b enevo l ence 
Shakes hands with our own 
Ceres, every sense 
P i l l i n g wi th s p i r i t u a l 
sweets to p l en i tude . 
As bees gorge f u l l t h e i r c e l l s . 1 
( I I I . 11. 37-40 ) 
The cons i s t ent presence of the g r e a t mother i s emphasized. 
Once again she spreads her gene ra t i ve benevolence of the 
p o e t ' s imagination f i l l i n g i t v;ith ' s p i r i t u a l s w e e t s ' . 
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Thus energ ized , the poet now turns h i s a t t en t i on to 
the moon ' t h e g e n t l i e r - m i g h t i e s t ' of a l l the d i v i n i t i e s 
i n heaven and then t o l ove which has taught ' S t r ange j o u r -
neyings ' t o l o ve r s through the ages. The Great Goddess 
r e t a i n s her i d e n t i t y throughout the poem e i t h e r as the Moon 
or as Love. 
The o r i g i n a l , pre -Aryan, Greek moon-goddess has 
three aspects i d e n t i f i e d with the three f a c e s of the moon. 
In another analogue she was l i nked with the three elements. 
The maiden of the upper a i r i s Selene, the nymph of the 
Earth and sea i s Aphrodite and the Crone Hecate be longs to 
the underworld. Aphrodite 's sway extends to love , marr iage 
and f ami l y l i f e and sometimes amorous i n t r i g u e as w e l l . 
Keats r e f e r s to a few of them — 
. . . t h o u g a v ' s t Leander 
breath . 
Thou l eddes t Orpheus through 
the gleams of death; 
Thou rradest F lu to bea r t h in 
element; 
( I I I . 11. 97-99 ) 
Leander, Orpheus and P luto are f i g u r e s i n c l a s s i c a l mytho-
logy who braved the sea, the underworld and the a i r f o r the 
sake of l o ve . Leander was a youth of Abydos, i n love with 
Hero, the b e a u t i f u l p r i e s t e s s of Aphrodite at Sextos on the 
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oppos i te shore of He l l e spont . He used t o swim across t o 
Hero, who d i r e c t e d h i s course by ho ld ing up a l i g h t e d torch . 
Whi le on h i s wonted amorous s a l l y , on a stormy night, 
Leander was drowned. Orpheus's journey to the underworld 
t o b r i ng back Eurydice ended i n d i s a s t e r because of h i s 
f a i l u r e t o e x e r c i s e the promised r e s t r a i n t . P luto , the 
r u l e r of the underworld c a r r i e d away Proserp ine , the daugh-
t e r of Ceres, t o be h i s queen. But J u p i t e r y i e l d i n g to 
her mother's lamentat ions ordained that she should spend 
s i x months of the year on the Earth and the other s i x months 
i n the underworld. She u l t ima te l y became l i nked with f e r -
t i l i t y r i t e s . 
Now, the moon-goddess, whom the poet r e f e r s to as 
Cynthia — 
. . . h a s t sent 
A moonbeam to the deep, 
deep wate r -wor ld . 
To f i n d Sndymion. 
( I I I . 11. 100-103 ) 
Endymion i s found on the golden sand of the sea -bed . 
He ' f e l t the charm to b r e a th l e s sne s s ' and exper ienced 
a sudden warmth ' of h i s hea r t ' s b lood ' Sensing Cynthia 's 
presence, he l ay s h i s head on a p i l l o w of sea-weed t o 
' t a s t e ' i t . 
y.2 
In a l e t t e r t o Reynolds, Keats de sc r i be s a s i m i l a r 
myst ica l sensat ion and a s soc i a t e s i t with immorta l i ty — 
This morning Poetry had c o n q u e r e d . . . . 
There i s an awfu l warmth about my hear t 
l i k e a l o ad of immorta l i ty . 2 
Endymion goes past heaps of oceanic depos i t s , decayed c a r -
casses , and deb r i s of b u r i e d c i v i l i z a t i o n s . He sees a — 
. . . g o l d vase embossed 
With long f o r g o t t e n s t o r y . . . 
. . . of Saturn ' s v in tage , 
mouldering s c r o l l s 
Writ i n the tongue of heaven, 
by those sou l s 
Who f i r s t were on the ear th ; 
and scu lp tures rude 
In ponderous stone, deve lop ing 
the mood 
Of ancient Nox, 
( I I I . 11. 126-33 ) 
Saturn, the l e ade r of the T i tans , a long with Nox, the 
goddess of the Night i s among the most ancient d e i t i e s . 
These two represent the wisdom of age. The gol-^ vase i s 
the recur rent urn and represents the t rue poet ' s mythic 
s p i r i t . Keats, i n the above quoted l i n e s , f o l l o w s the 
t y p i c a l l y Ronantic an th ropo log i ca l theory that the e a r l y 
i n s c r i p t i o n s , scu lp tures and monuments were forms of p r i -
meval h i s t o r y ' w r i t i n the tongue of heaven ' . The deb r i s 
on the s e a - f l o o r that Endymion i s exp l o r ing i s symbolic of 
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the s ec re t essence of ancient wisdom which i s one of o b j e c -
t i v e s of h i s quest . The major o b j e c t i v e i s the Moon t o 
whom he now apost rophizes . 
The passage d e f i n e s a host of mystic a s s o c i a t i o n s 
with the lunar goddess that prove that the quest i s a 
r e s u l t of predetermined des t iny . Sndymion says that she 
has been a ' p resence ' i n h i s l i f e ever s ince he can remem-
b e r . When a c h i l d , he t r e a t e d her l i k e a s i s t e r . In h i s 
boyhood, she was h i s teacher e x p l a i n i n g the changes of the 
c a l ende r t o him — 
In sowing time, n e ' e r would 
I d i b b l e take, 
Qr drop a seed, t i l l thou 
wast wide awake, 
( I I I . 11. 153-54 ) 
The a g r i c u l t u r a l images are evoca t i ve of the f e r t i l i t y 
r i t e s . This i s f u r t h e r enhanced i n the next f ew l i n e s 
where he desc r i be s the Moon as the maiden who, i n h i s youth, 
en l i gh tened him about a r t and l ove . She was ' t h e sage 's pen' 
' t h e poet ' s harp ' and f i n a l l y ' t h e charm of women'. By 
p l ay ing the r o l e of both h i s s i s t e r (who i n Keats ' s poetry 
i s in te rchangeab le with the mother) and h i s be loved , the 
moon-goddess once aga in takes on the r o l e of the Groat God-
dess and Sndymion of the f e r t i l i t y god. 
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Endymion cannot, as yet , recognl^ie the t rue i den -
t i t y of the g o l d e n - h a i r e d maiden and f e e l s g u i l t y about 
b e t r a y i r g h i s o r i g i n a l l ove . He i s now plunged i n t o 
emotional con fus ion where he d i scove r s that he l oves two 
maidens. The moon never e n t i r e l y f aded from h i s hea r t 
' n o thy s t a r r y sway has been an under pass ion to t h i s hour ' . 
He despa ra te ly prays to the unknown goddess t o f o r g i v e him 
f o r th ink ing of anyone but her . And immediately overpowered 
by f r e s h g u i l t asks the Moon to pardon him f o r h i s u n f a i t h -
f u l n e s s . This s t a t e of high con fus ion and the i n a b i l i t y of 
Endymion to decide where h i s t rue a l l e g i a n c e l i e s i s the 
ch ie f compl icat ion of the p l o t . This compl icat ion i s f u r -
the red i n Bk. IV w i th the appearance of the Indian Maid. 
Endymion's meditat ions are i n t e r r u p t e d by an encoun-
t e r with an o l d man — 
Upon a wedded rock t h i s 
o l d man sat . 
And h i s white h a i r was 
awfu l , and a mat 
Of weeds were c o l d beneath 
h i s c o l d th in f e e t . 
And, ample as the l a r g e s t 
w ind ing - sheet 
And c loak of b lue wrapped 
up h i s aged bones. 
( I I I . 11. 193-97 ) 
This o ld man i s Glaucus. Glaucus and Endymion are ' t w i n 
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b r o t h e r s in t h i s d e s t i n y ' . G laucus ' s appearance at the 
moment o£ Endymioi 's high confus ion suggests tha t he w i l l 
o f f e r a s o lu t i on . Glaucus g i ve s Endymion a book and a 
wand which he had rece ived , in h i s youth from 'an o l d 
man's hand' that came out of the sea. This i s an a rche -
t y p a l motif d e f i n i n g a law of success ion where the o l d and 
hoary y i e l d t o the new and b e a u t i f u l , Keats was to e x p l o i t 
t h i s theme more f u l l y i n Hyperion. 
The ' o l d man' has a s p e c i f i c s ta tus i n Keat s ' s 
mytho log ica l poems. In Lamia the o l d man appears as 
the ph i losopher who f o r c e s h i s way i n t o the pa lace of s in 
and exposes the decept ion of the snake-woman. In The Eve 
he appears as the pious beadsman who d i e s when the l o v e r s 
consummate t h e i r love, thus atoning f o r t h e i r s i n s . In 
The F a l l , he as Saturn, surrenders to Apo l lo , the immortal 
poet . 
According to the o r i g i n a l myth, Glaucus scorned the 
power of Aphrodite and to i n s u l t her, he r e f u s e d to l e t 
h i s mares b reed . Aphrodite complained to Zeus who permi-
t t od her to take whatever ac t ion she p l ea sed aga ins t 
Glaucus. She l e d the mares out one night to dr ink from 
a w e l l sacred to h e r s e l f . At the games, the mares b o l t e d , 
overthrew the c h a r i o t and ate Glaucus a l i v e . This myth has 
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re levance to an aspect of the f e r t i l i t y myth which 
invo lved the s a c r i f i c e of a roya l p r ince . Once a year , 
the king pretended to d ie at sunset . The r oya l pr ince 
was inves ted with h i s t i t l e s , marr ied to the queen and 
k i l l e d twenty - f ou r hours l a t e r by v/omen d i s g u i s e d as 
horses . This r i t u a l supposedly gave long l i f e to the King 
and preserved good weather and a b o u n t i f u l ha rves t . The 
Keats ian Glaucus i s used as a f o i l to preserve the more 
important Endymion. 
L ike the myth of Alpheus and Arethusa the myth of 
Glaucus i s used by the poet to g i ve humanitarian s i g n i f i -
cance to the quest . I t a l s o represents one of the t r i a l s 
that the pcetic s e l f must pass through b e f o r e becoming immor-
t a l . Keats ej<pounde.i the same i dea i n the f o l l o w i n g 
passage i n a l e t t e r t o George — 
Do you not aae hov/ necessary a World of 
Pains and t r oub l e s i s t o school an i n t e l l i g e n c e 
and make .It a soul ? A p l ace where the heart 
must f e e l and s u f f e r i n a thousand d i f f e r e n t 
ways. 3 
Glaucus had achieved a form of s e m i - d i v i n i t y . C i rce , 
the malignant enchantress, turned him i n t o an o l d man and 
cursed him with death at the end of a thousand years , 
Glaucus informs Sndymion that — 
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. . .Though thou know ' s t 
i t not. 
Thou a r t commissioned to 
t h i s f a t e d spot 
For g r e a t enfranchisement. 
( I I I . 11. 297-99 ) 
Endymion has come as the b e n e f a c t o r and d e l i v e r e r not only 
of Glaucus but of the drowned l ove r s of a thousand year 
span. 
Glaucus at one time had, l i k e Sndymion, l e d a simple 
and peace fu l l i f e on the seashore. But l ed by 'd i s tempered 
l ong ings ' he plunged in to the sea l i k e Endymion had p lun -
ged i n t o the underworld. Glaucus f e l l i n love with the 
water-nymph S c y l l a who teased and wor r i ed him — 
She f l e d me s w i f t as s e a - b i r d 
on the wing. 
Round every i s l e , and point , 
and promontory. 
From where l a r g e Hercules 
wound up h i s s tory 
Far as the Egyptian N i l e . 
( I I I . 11. 40 4-7 ) 
Hercules was the son of Jup i t e r and Alcmene, a 
mortal woman. He was famous f o r h i s s t rength , courage, 
endurance and the a b i l i t y to r e s t o r e happiness to the 
mise rab le . L ike Endymion and Glaucus, Hercules a l s o 
b e l o n g to the archetype of mortal heroes who have s t rugg led 
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aga ins t immortal pov/ers. The Keats ian Endymion imbibes 
some Herculean t r a i t s v i z . endurance, f o r t i t u d e and p ro -
v i s i o n of happiness to the mise rab le . 
The poet r e f e r s to the end of Hercu les ' s s to ry . On 
one occasion, Hercules and h i s w i f e had t o c r o s s a r i v e r . 
Hercules asked a centaur to ca r ry h i s w i f e ac ross . The 
centaur t r i e d to run away with her . Hercules shot an 
arrow in to h i s hea r t . As he was dying, the centaur asked 
De j an i r a , Hercu les ' s w i f e , to keep a po r t i on of h i s b l ood 
and to use i t as a charm to preserve the love of her hus-
band. De j an i r a soaked her husband's robe i n the b lood . 
As soon as the garment became warm on the body of Hercules , 
a poison penet rated h i s body. He t r i e d to wrench o f f the 
garment but i t stuck to h i s f l e s h and tore av/ay whole 
p ieces of h is body. Hercules b u i l t a f u n e r a l pyre and 
burnt h imse l f . Jup i te r , however, ensured that only h i s 
mother's pa r t per i shed . The immortal element was sent to 
heaven where he was adraitted as a d e i t y . Thus, i n h i s 
t rans fo rmat ion from a mortal to a de i ty , the s to ry of 
Hercules o f f e r s a p a r a l l e l to the s to ry of Endymion. 
Returning to the na r r a t i v e , we f i n d tha t Glaucus 
has been teased by S c y l l a i n t o a s t a t e of ' f i e r c e agony ' . 
In desperat ion he seeks the he l p of the wi tch-goddess Circe. 
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Ci rce i s a l so an enchantress and a magician. She has a 
death i s l and , a w i l l ow grove and a certietry. When Glaucus 
goes in search of her , he f i n d s that ' A e a e a ' s i s l e was 
wondering at the moon. ' There i s an age o l d connect ion 
bet\^on w i t chc r a f t and the moon. The magical e f f i c a c y 
of charms i s sa id t o increase on moonlit n i ghts . A s p e l l 
of enchantment puts Glaucus i n a swoon. When he awakes, 
he f i n d s that he i s in a ' t w i l i g h t bower ' . Here, C i rce , 
d i s g u i s e d as a h igh ly sensual maiden ensnares him in a web 
of sexual ecs tacy . This bower i s a v a r i a t i o n of Adonis 's 
bower of l ove . I t r ep resent s another landmark in the 
p o e t ' s comparison of t r u t h and f a l s e - h o o d . As there are 
t r u e gods and f a l s e gods, there i s a l s o t r u e and f a l s e l ove . 
Whereas Adonis ' s bower r ep resents the very nucleus of f e r -
t i l i t y , C i r c e ' s bower r ep resents the nuc leus of decay. 
C i r c e r ep resent s the l e s s e r myster ies of the Great Goddess. 
She, l i k e the o l d man, i s another a rchetypa l f i g u r e in 
Kea t s ' s poetry . She ensnares, c a p t i v a t e s and e n t h r a l l s . 
The pa l e Kings and p r inces i n the b a l l a d ' L a b e l l e dame 
sans Merci,' had been held i n ' t h r a l l ' . In Lamia the 
snake-woman had he la Lycius in ' t h r a l l ' . Thus the young 
witch i s the idiom f o r l u s t and s in . In Sndymion's story 
the displacement of C i r c e prov ides a p sycho log i ca l exorcism 
and he escapes the enchantment of t h i s l u s t f u l l ove . '"lowever. 
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i n Lamia and ' La B e l l e Dame Sans Merci ' the heroes 
cannot escape, they succuirb t o the e v i l power of the witch. 
One day, l e d by rumbling thunder and ' po i sonous 
g roan ings ' Glaucus reaches a spot where a gaunt, b l ue f l ame 
bewi tches him. C i r c e i s per forming her s a d i s t i c r i t e s — 
. . .my arbour queen. 
Seated upon an uptorn 
f o r e s t root . 
And a l l around her shapes, 
w izard and b ru te 
Laughing, and w a i l i n g , 
g r o v e l l i n g , serpenting 
Showing tooth, tusk and 
venom-bag and st ing I 
Oh, such de f o rm i t i e s 1 
( I I I . 11. 498-503 ) 
She s i t s surrounded by a herd of animals that once had been 
men. The f odder she empties b e f o r e them, i s a b a s k e t f u l of 
' c l u s t e r s of g r a p e s ' . In Keats 's poetry the i n t o x i c a t i o n 
of the g rape i s of the worst kind. I t can make men e i t h e r 
i n t o gods or b e a s t s . 
C i r c e proceeds to conduct a negat ive p a r a l l e l of the 
e r o t i c r i t e s that had been conducted in Adonis ' s bo\/er and 
in the jasmine bower. In the benign form, ' a dewy luxury ' 
had been shaken over the eyes of the l ove r from a w i l l ow 
branch. In i t s malignant p a r a l l e l C i r ce takes a m i s t l e t oe 
branch, smears i t with poison from ' a b l a ck d u l l - g u r g l i n g 
r- f-i 
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p h i a l ' and ' wh i sk 'd aga ins t t h e i r eyes the sooty o i l ' . 
The e n t i r e congregat ion groans l i k e ' one huge Python ' . 
C i r c e d i scove r s that Glaucus has witnessed a l l t h i s . Her 
vangeance i s h o r r i b l e . She k i l l s S cy l l a and conve r t s 
Glaucus i n to a ' gaunt w i t h e r ' d , sapless* f e e b l e , cramp'd 
and lame' o l d man and sentences him to a s e a - e x i l e of a 
thousand years which he dec ides t o devote t o serv ing l o v e r s 
who have been drowned in the sea. From one such l ove r , he 
r e c e i v e s a s c r o l l that conta ins a prophecy — 
A youth, by heavenly power 
loved and l ed . 
Sha l l stand b e f o r e him, 
whom he s h a l l d i r e c t 
How to consummate a l l . 
The youth e l e c t 
Must do the th ing , or 
both w i l l be destroyed. 
( I I I . 11. 707-11 ) 
The 'youth e l e c t ' i s Endymion. Led by Glaucus, he 
en te r s a cavern and beho lds thousands l y ing ' i n s i l e n t 
rows ' . Death in t h i s cavern i s benign. I t has served 
as an embalrr.er and they look ' A l l ruddy — f o r here death 
no blossom n i p s ' . 
The s c r o l l d e s c r i b e s a complex r i t u a l that Glaucus 
and Endymion now enact. Glaucus t e a r s the s c r o l l i n to 
t i n y p i eces . Then he covers Endymion with h i s c l o ak and 
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s t r i k e s h i s wand nine tirr.es. He then asks Endymion t o 
undo a compl icated knot. Sndymion performs t h i s e a s i l y -
What i s i t done so c l e a n ? 
A power overshadows thee I 
Oh brave 
( I I I . 11. 758-59 ) 
Endymion's power i s h i s unswerving f i d e l i t y in l ove . 
Soon Glaucus r e ga in s h i s youth and the dead l o v e r s are 
r e su r r e c t ed — 
And, as he passed, each 
l i f t e d up h i s head 
As doth a f l o w e r at 
Apo l l o ' s touch 
Death f e l t i t to h i s 
inwards - ' twas too much 
Death f e l l a weeping in 
h i s charne l house 
( I I I . 11. 785-88 ) 
Death or Thantos i s the b ro the r of S leep or Hypnos. They 
a re the sons of Nox and have t h e i r abode in subterranean 
darkness . Now, death has been overpowered by t r u e l ove . 
In t h i s r e spec t Newel l Pord f i n d s a p a r a l l e l between 
Endymion and Chr i s t — 
As Ch r i s t brought s a l v a t i o n to men by atoning 
f o r t h e i r s ins , so the f a i t h f u l Endymion b r i n g s 
s a l v a t i o n t o the l o v e r s by atoning f o r Glaucus ' 
s in . True he i s not, l i k e Ch r i s t , consc ious 
of h i s mission, but h i s unwavering devot ion to 
o a 
Cynthia works the same mi rac l e as C h r i s t ' s 
unswerving devot ion to God. 4 
We see once aga in how Keats 's mythologiz ing method adapts 
and t rans fo rms the o r i g i n a l myth. He uses the ancient 
format t o incorpora te and p r o j e c t t h i s B i b l i c a l b e l i e f . 
His method, thus, i s d i f f e r e n t from S h e l l e y ' s who used 
mythology mostly as an a n t i - C h r i s t i a n instrument. 
Endymion along with Glaucus now ga in s the s ta tu re 
of a • new-born god' . He l eads the congrega t ion t o a 
'mighty consummation' in Neptune's pa l ace . Neptune i s 
the de i ty of the waters . Tr i ton , the merman welcomes them 
by b lowing h i s conch. Nere ids , the f i f t y daughters of 
Nereus and Doris , dance and s ing . The pa l ace i s open and 
a i r y — ' a go lden sphe re ' . In c o n t r a s t s with the s u b t e r -
ranean vau l t of Cybe le in Bk I I . Cupid and Venus, welcome 
the l o v e r s . Venus, once again, encourages Sndymion. She 
a s su res him that ' Love w i l l have h i s day/So wa i t wh i l e 
e x p e c t a n t ' . The r e j o i c i n g l o v e r s sing a hymn in thanks 
g i v i n g . Hymns were an i n t e g r a l par t of the Athenian 
r e l i g i o u s ceremonies. People conducted these r i t e s with 
ga r l ands , incense -burn ing and l i b a t i o n s accompanied by hymns 
and dances. Keats ' s mythic yearn ings f i n d f u l f i l m e n t i n 
such r i t u a l s . He t r e a t s the act of worship as a man i f e s -
t a t i o n of s incere devot ion. 
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In the pa lace , the f o u r sunsets b l a z e f o r t h a 
' q o l d - g r e e n zenith ' above the sea-God 's head' and the 
f l o o r i s made up ' b r e a t h - a i r ' . In t h i s cosmic s e t t i ng , 
the v i c t o r y of Endyr'lon over C i r c e ' s a n t i - f e r t i l i t y des igns 
i s c e l e b r a t e d . Fountains of nectar and ' p l unde r ' s v ines 
teeming e jd iaust less ' supply ine jd i aus t i b l e nourishment t o 
the mult i tude . An immense f e r t i l i t y r i t u a l i s enacted. 
The massive congregat ion make love , p u l l i n g down ' f r e s h 
f o l i a g e and conver ture ' and competing as t o 'who should 
be smother 'd deepest i n f r e s h crush of l e a ve s ' — whi le 
Cupid sp r ink l e s ' on a l l the mult i tude a nectarous dew ' . 
There appears on the scene a grand and ma jes t i c 
p rocess ion l ed by Cceanus. Dor is , Nereus, Amphrit i te and 
a l s o Amphion f o l l o w . At t h i s point Endymion ' t h e r e f a r 
s t rayed from mor ta l i t y ' exper iences the f a m i l i a r ' g i d d y ' 
and ' d i z z i e r p a i n s ' . He c r i e s ' 0 , I s h a l l d i e ' and in 
the same moment he d i scovers h i s immortal wings ' . . . I f e e l 
my w i n g ' . He sv/oons at Neptune^ s f e e t . As he i s 
c a r r i e d away by the Nereids he r e c e i v e s a communication 
f rom Cynthia — 
Dearest Endymion, my e n t i r e 
l ove . 
How have I dwelt in f e a r of 
f a t e I ' T i s done — 
Immortal b l i s s £or me too 
thou hast won, 
A r l s a then For the hen-dove 
s h a l l not hatch 
Her ready eggs, b e f o r e I ' l l 
k i s s ing snatch 
Thee i n t o end less heaven. 
Awake i Awake 
( I I I . 11. 1022-27 ) 
This awakening, immediately a f t e r the grand f e r t i l i t y 
r i t u a l , can be p a r a l l e l e d to the waking of Adonis. This 
i s the c l imax of the poem. Endymion has been succe s s f u l 
i n h i s quest and now must r e tu rn to point from which he 
s t a r t ed . Endymion awakes t o f i n d that he i s back i n the 
f o r e s t . 
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Endymior's r e tu rn t o the f o r e s t suggests that he 
i s s t i l l bound to the f e r t i l i t y p r i n c i p l e of the Great 
Goddess. He r e tu rns t o the f o r e s t to Mount Latmos in 
autumn. The c a l e n d r i c a l year has come t o an end and the 
v e g e t a t i o n i s dying. I t i s time f o r f e r t i l i t y god to d ie 
once aga in . The \/heel of time must complete a f u l l c i r c l e 
b e f o r e the r e b i r t h of the hero can take p l ace . The f i n a l 
a e r i a l ascent symbolizes the way out of the whirpool of the 
t ime - cyc l e . The t ime -cyc l e w i l l l o se i t s s i g n i f i c a n c e 
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once the hero has e s t a b l i s h e d himself i n Elysiam. L i f e 
i n Elysium i s change less and s t a t i c . I t i s c h a r a c t e r i z e d 
by e t e r n a l spring and happiness . 
Bk IV comrnences with an invocat ion to the Engl ish 
mu se — 
Muse of my nat ive land 1 
L o f t i e s t Muse ; 
Of f i r s t - b o r n on the 
mountains, by the hues 
Of heaven on the s p i r i t u a l 
a i r begot 
( IV . 11. 1-3 ) 
The muses, nine i n number, are the daughters of Mnemosyne, 
the goddess of memory. The muses, themselves are the god -
desses of l i t e r a t u r e and the a r t s . Keats e n l i s t s the 
Eng l i sh muse as the ' l o f t i e s t ' of a l l . Now, as h i s hero 
launches the myst ica l phase of h i s quest, h i s s p i r i t u a l 
i n s p i r a t i o n can only be provided by the Eng l i sh Muse. By 
combining Greek and English concepts , the poet acknowledges 
that there are no f r o n t i e r s between g r ea t l i t e r a t u r e s . 
Poet ic i n s p i r a t i o n , says Keats, i s the only l i g h t i n ' ou r 
d u l l , un insp i red , sna i l - p a ced l i v e s ' . Seeking the Muse's 
b l e s s i n g s l i k e the ' p o e t s ' gone' he proceeds t o 'move 
t o the end' . 
Endynion, back in the f o r e s t of Mount Latmos, o f f e r s 
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a 'hecatomb of vows' t o heaven. The p i teous , lamentir>g 
tones of the Indian Maid reach him ' through thorny -g reen 
entanglement/Q£ underwood' . The lunar goddess uses ano-
the r d i s gu i s e , t h i s time a s soc i a t ed with an Or i en ta l pagan 
c u l t — 
Ah, woe i s me that I should 
f o n d l y par t 
From my dear nat ive land 1 
Ah f o o l i s h maid 1 
G lad was the hour when, with 
thee, myriads bade 
A dieu t o Ganges, and t h e i r 
p leasant f i e l d s ! 
To one so f r i e n d l e s s the 
clear freshet y ie lds 
A b i t t e r coolness, the 
r i p e grape i s sour 
Yet I would have, g r e a t 
gods, but one short hour 
Of nat ive a i r — l e t me 
but d ie at home. 
( IV. 11. 30-37 ) 
According t o Vedic mythology; the Ganges or the Gangs, the 
most sacred of a l l Indian r i v e r s , the c l e a n s e r of s ins and 
the g i v e r of immorta l i ty , was o r i g i n a l l y con f ined to the 
c e l e s t i a l r e g i ons where i t f l o w e d from a toe of Vishnu. 
Sagara, a King of Ayodhya had g r ea t d e s i r e f o r an o f f s p r i n g . 
He performed penance with the r e s u l t that one w i f e became 
mother of a s i r ^ l e son and the other of s i x t y thousand sons. 
He prepared to perform a horse s a c r i f i c e , but Indra s t o l e 
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the animal. A l l the sons were consumed by a f i r e . Sagara 
v/as informed that h i s sons would come to l i f e aga in and 
r i s e t o heaven when the Ganges f l o w e d down to the Earth. 
His grandsons went through r i g i d penances and at length 
Brahma consented to grant the prayer that the sacred r i v e r 
should descend from the Himalayas. Shiva broke the f a l l 
of the waters by a l lowing them t o f l o w through h i s h a i r and 
they were d i v ided i n t o seven streams. Wien the water 
reached the ashes of the s l a i n p r inces , t h e i r s p i r i t s rose 
t o heaven and secured ex te rna l b l i s s . 
I t seems that the myth of Ganga prov ides Keats with 
a method f o r connecting the human and c e l e s t i a l r e g i o n s . 
The Indian Maid, who i s Cynthia i s d i s g u i s e descends t o the 
mortal realms l i k e Ganga. She f r e e s Endymion from mora-
l i t y and he, l i k e the sons of Sagara, a t t a i n s e t e r n a l b l i s s 
i n heaven. 
This adaptat ion of the Hindu myth serves a t h r e e -
f o l d purpose. At the l e v e l of the na r r a t i ve , i t p rov ides 
a new angle that sus ta ins the r eade r ' s i n t e r e s t . At the 
l e v e l of h i s mythic v i s i o n , i t proves that Keats cou ld 
i n s t i n c t i v e l y recogn ize and adopt i n h i s poetry f a m i l i a r 
s t r a i n s i n any mythic mode. At a t h i r d l e v e l , i t i s a 
concess ion t o the Indophi le t rends of h i s day. To use 
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mytho log ica l a l l u s i o n s from Or ienta l mythologies was con -
s i de red t o be a s ign of secular ism. 
Endymion had emerged from h i s adventures under the 
sea t e s t e d i n courage and humanity but l ack ing i n t rue 
melancholy that Keats, i n coming yea r s was t o i d e n t i f y with 
t rue l ove . In the l e t t e r t o Ba i l ey , quoted e a r l i e r , he 
wrote — 
The simple imag inat ive mind may have i t s 
rewards i n the r e p e t i (tij, on h i s own s i l e n t 
working coming c o n t i n u a l l y on the s p i r i t with 
a f i n e suddenness — t o compare g r e a t th ings 
with small — have you never by be ing su rp r i s ed 
with an o l d melody — in d e l i c i o u s vo i c e f e ^ l ' t 
over aga in your specu la t ions and surmises at"" 
the time i t f i r s t operated on your soul — do 
you not remember forrring t o you se l f the s inger ' s 
f a c e more b e a u t i f u l that i t was p o s s i b l e and 
yet with the e l e v a t i o n of the Moment you d id not 
th ink so — even then you were mounted on the 
Wings of Imagination so high — that the P ro to -
type must be h e r e a f t e r — 5 
The views expressed here f i n d an i l l u s t r a t i o n i n a passage 
Endymion where the Indian Maid appears as the p r o t o -
type of Cynthia. Sndym.ion responds t o her through the 
' r e p e t i t i o n ' of h i s ' s imp le imaginat ive mind 's ' s i l e n t 
working. But unable t o consc ious ly acknowledge t h i s , he 
f e e l s g u i l t y and f e a r s that — 
I have a t r i p l e soul [ Qh 
fond pretence — 
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For both, f o r both my love 
i s so immense, 
I f e e l my heart i s cut f o r 
them i n twain. 
( IV. 11. 95-97 ) 
Endymion's l o v e - l i f e has a r e p e t i t i v e n e s s , — a 
r a the r c i r c u l a r nature — l i k e the l i f e of the f e r t i l i t y 
god. Endymion's subterranean and submarine journeys have 
r e s u l t e d in h i s f a l l i n g in l ove aga in and aga in . His sense 
of g u i l t makes him wish he were dead or at l e a s t 'whole 
i n l ove ' — 
. . . . W h a t i s t h i s soul 
tlr^en ? Whence 
Came i t ? I t does not seem 
my own, and I 
Have no s e l f - p a s s i o n or 
i d e n t i t y 
Some f e a r f u l end must be . 
Where, where i s i t ? 
By Nemesis, I see my 
s p r i t f l i t 
Alone about the dark. 
( IV. 11. 475-80 ) 
These l i n e s r e f l e c t Keats ' s v iews on the e v o l u t i o n of the 
immortal poet. The idea i s d iscussed at length in the 
f o l l o w i n g passage — 
As t o the poe t i c a l Charactor i t s e l f . . . i t 
i s not i t s e l f — i t has no se l f — i t i s 
everything and nothing — I t has no cha r ac -
t e r . . . . A Poet i s the most unpoet ica l of 
anything i n ex i s tence ; because he has no 
I den t i t y — he i s c on t inua l l y i n f o r — and 
f i l l i n g some other Body — The Sun, the Moon, 
the Sea and Men and Women who are c r e a t u r e s 
of impulse are p o e t i c a l and have about them 
an unchangeable a t t r i b u t e — the poet has 
none; no i d e n t i t y . . . . 6 
Endymion, i n h i s mythical quest , has so f a r been, " i n f o r 
and f i l l i n g some other Body. " He has been i n the Earth 
and i n the water. He w i l l now go i n the a i r . He has 
a l s o d i scovered that he has no I d en t i t y . Depressed that 
the Indian Maid has terminated any chances that he had of 
achiev ing immortal i ty , he says that she has s to l en ' t h e 
wings wherewith I was t o top the heavens' . She i s h i s 
' e x ecu t i one r ' and he begs her f o r some 'music d y i n g ' . 
Music, according t o Keats, was a charm that d i s -
p e l l e d a l l problems. This was s t r e s sed i n another l e t t e r 
t o Ba i l ey where he had wished — 
0 that I Orpheus lu te — and was a b l e 
t o cha ["rjm away a l l your G r i e f s and 
Cares — 7 
The Indian Maid s ings the Song of Sorrow. Her v e r s e s 
d e f i n e the sorrows of l o v e r s as the e s s e n t i a l a e s the t i c 
i ng r ed i en t f o r the natura l wor ld . Maidens d ie so that 
r o s e s may bloom. She t r a c e s the pat te rn of death and 
r e b i r t h i n nature. The song concludes with a host of 
confused f a m i l i a l a s s o c i a t i o n s . Sorrow, t o whom the mai-
den's song i s addressed i s ' h e r mother/And her b ro the r/ 
Her playmate, and her wooer i n the shade ' . The Great 
Goddess r ep resents many r e l a t i o n s h i p s . She i s Endymion's 
mother, nurse, s i s t e r , playmate and l ove r and Endymion i s 
he r baby, b ro the r and "wooer i n the shade" . 
The Indian Maid f i n i s h e s her song and then r e l a t e s 
her exper iences with Bacchus. Of a l l the achievements of 
Bacchus, h i s e jq j ed i t ion in to the East i s most c e l e b r a t e d . 
He t r a v e l l e d on a cha r i o t drawn by a l i o n and a t i g e r and 
was accompanied by Pan, S i l enus and a l l the Satyrs . His 
conquests were easy and without b loodshed. A t t r ac t ed by 
the 'merry d in ' and 'mad dancing ' the Indian Maid 
' r u shed i n t o the f o l l y ' . She j o ined the rout that t r a -
v e l l e d through the East conquering the ' S leek A r a b i a n s ' , 
the ' Os i r i an Egypt ' , the ' pa rched Abyss in ia ' u n t i l — 
Great Brahira from h i s mystic 
heaven groans 
And a l l h i s p r i es thood moans. 
Be fore young Bacchus' eye 
\;ink turning pa l e 
( IV. 11. 265-68 ) 
O s i r i s was among the chie f d e i t i e s of the ancient Egyptian 
pantheon. Great Brahma i s the supreme god of the p o s t -
Vedic Hindu rrytholoqy. Bacchus's triumph over O s i r i s and 
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Brahma a n t i c i p a t e s the law of success ion of Hyperion. 
Endymion i s touched by the maid 's pathet ic t a l e 
and promises t o be her ' s a d servant evermore ' . This once 
aga in i s an express ion of the he ro ' s humanitarianism. 
Endymion, once again, exper iences the dua l i t y of h i s emo-
t i o n s and de s c r i b e s h i s own s ta te as 'madness ' . He hears 
a c a l l echoing through the f o r e s t 'Woe 1/Woe 1 Woe t o that 
Endymion 1 Where i s he ? ' Mercury, the messanger of the 
gods, swoops down, touches the mountain s ide with h i s wand 
and i s gone. Two j e t - b l a c k steeds with l a r g e da rk - b l ue 
wings spr ing out from the t u r f . Endymion and the Indian 
Maid mount the horses and set o f f on an a e r i a l journey. 
As the horse soars , the poet and Endymion combine — 
Muse of my nat ive land, 
am I i n s p i r ' d ? 
- Th is i s the giddy a i r , 
and I must spread 
Wide p in ions t o keep here . 
( IV. 11. 354-56 ) 
The winged horse ente r s the magnetic f i e l d of Hypnos or 
s l e e p who i s ' s low journeying ' tov/ards Heaven as Jt has 
been comnunicated i n a dream that ' a young man' i s going 
t o win immortal i ty and a l s o t o ' e spouse Jove's daughte r ' . 
A f f e c t e d by the magnetic f i e l d , Endymion, a long with the 
Indian Maid, f a l l s a s l e e p and dreams. His drearn i s a 
ka l e idoscop ic p r e sen ta t i on of the e jq jer iences of a newly 
iironortalized god. Endymion dreams that ' b r o t h e r l y he 
t a l k s / To d i v ine powers ' . He handles A p o l l o ' s bow and 
Athena 's s h i e l d and Jove ' s thunderbo l t . Hebe o f f e r s 
him a heavenly drought and the Seasons and the Hours 
perform a dance. Then Endymion beho lds Diana 's bug le and 
a l l at once the c rescented goddess appears . He remembers 
the Indian Maid and the Moon-goddess d i sappea r s . He tu rns 
towards the Indian Maid and f i n d s that she too i s d i s appea -
r i n g . He t r i e s t o k i s s her hand 'and, ho r ro r ! k i s s ' d 
h i s own' . The n a r c i s s i s t i c element of Keats ' s myth s u r -
f a c e s once aga in . The quested ob j ec t so f a r had been the 
e l u s i v e goddess. In merging with Endymion, the poet 
e s t a b l i s h e s the poet ic immortal i ty as another ques t -
o b j e c t i v e . 
The exper ience makes Endymion f e e l humble. He f e e l s 
that he has been, l i k e Icarus ' soar ing too audacious ' , He 
r e t i r e s t o the Cava of Uuietude which he d e s c r i b e s as — 
Happy gloom ! 
Dark pa rad i se 1 V/hare pa l e 
becomes the bloom 
Of hea l th by due; VJhere 
s i l ence d r e a r i e s t 
I s most a t r i c u l a t e ; where 
hopes i n f e s t ; 
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Where those eyes are the 
b r i g h t e s t f o r that keep 
Their l i d s shut l onges t 
i n a dreamless s l eep . 
( IV. 11. 537-42 ) 
The passage conta ins a r e b i r t h r i t u a l . I t i s s a i d that 
whoever enters the Cave of Quietude f i r s t takes a coo l 
draught f rom an ' u r n ' . The draught i s r i c h e r than any-
th ing 'young Semele' drank in ' h e r maternal l o n g i n g s ' . 
Semele was the mother of Dionysius . When she was seven 
months pregnant, Jup i te r appeared in thunder and l i gh ten ing 
b e f o r e her . She had a mi sca r r i age . Jup i t e r , the f a t h e r -
god, saved the baby by putt ing i t i n to h i s own thigh t i l l 
the end of the natura l term of pregnancy. This i s the 
Olympian p a t r i a r c h i a l myth e s t a b l i s h e d to f i t the new 
orthodoJQ' once the re l evance of c o i t i o n t o c h i l d - b e a r i n g 
had been admitted and the phys i ca l s u p e r i o r i t y of the male 
had been recognized . The new myth was a r a t i o n a l i z a t i o n 
of some of the myster ies a s soc i a t ed with the Great Goddess. 
The strange d o u b l e - b i r t h of Dionysius o f f e r s an analogy f o r 
the s p i r i t u a l b i r t h of Endymion symbolized by h i s e x p e r i -
ences i n the cave. The ' sp i r i t -home ' of the cave i s 
s a i d t o be ' p regnant ' t o ' s a v e ' Endymion. Endymion 
r e tu rns t o a f o e t a l s t a te i n i t s depths. This i s the l a s t 
s l e e p of the mythical s l e epe r . I t i s both a s l e ep of 
h e a l i n g and s l e e p of p r e p a r a t i o n where p h y s i c a l powers a re 
g a t h e r e d t oge the r f o r the t r a n s f o r m a t i o n of the s l e e p e r . 
Whi le the hero i s s l e ep ing , a host of p r e p a r a t i o n s 
i s go ing on f o r the wedding. The c o n s t e l l a t i o n s Hesperus, 
Aquar ius , Castor and P o l l o x , the l i o n , the Bear, the Centaur, 
Andromeda c o l l e c t t o c e l e b r a t e ' C y n t h i a ' s wedding and 
f e s t i v i t y ' . Zephyrs, the west wind and F l o r a , the goddess 
of f l o w e r s are asked t o b r i n g — 
Cool p a r s l e y , b a s i l sweet, 
and sunny thyme — 
Yes, every f l o w e r and l e a f 
of every c l ime 
A l l g a the red i n the dewy morning. 
( I V . 11. 577-79 ) 
Acquar ius , the w a t e r - b e a r e r i s asked t o b r i g h t e n ' t h e S t a r -
Queen's c re scent on her marr iage n i g h t ' . 
Endymion, however, unaware of these p r e p a r a t i o n s 
descends t o the Earth on h i s winged s teeds . ' H i s f i r s t 
touch of the ear th went night t o k i l l ' . He encounters the 
Ind ian Maid on the mountain s ide and p lans a t r a n q u i l f u t u r e 
with her — 
Let us ay l ove each o the r . 
Let us f a r e 
On f o r e s t - f r u i t s , and never, 
never go 
rc^ 
Among the abodes of morta ls 
here below, 
C IV. 11. 526-28 )„ 
He says he w i l l s a c r i f i c e a k id t o Pan and ask the god ' s 
f o r g i v e n e s s f o r be ing — 
Presumptuous aga inst love , 
aga inst the sky. 
Against a l l elements, 
aga inst the t i e 
Of mortal each t o each, . . . . 
( IV. 11. 639-41 ) 
However, t h i s cannot be . The natura l c y c l e at t h i s j unc -
tu r e does not permit a r e tu rn to the s ta te of v e g e t a t i v e 
innocence. The l e aves of the f o r e s t are f a l l i n g and there 
can be no r e tu rn to the green Eden ot the beg inn ing . The 
Indian Maid, too s o r r ow fu l l y d ec l a r e s ' I may not be thy 
l o v e . / I am f o r b i d d e n . ' Fo l lowing the mytholog ica l n u l t i -
r e l a t i o n s concept of the Great Goddess he i n v i t e s the Indian 
Maid t o be another s i s t e r t o him. Endymion's own s i s t e r , 
Peona, appears on the scene. She t e l l s him that the sooth-
sayers have r ece i ved good t i d i n g s . A go lden age i s going 
t o descend on Latmos. The Shepherds w i l l en joy perpetua l 
hea l th and g o o d w i l l . 
Sndymion has passed through va r i ous o rdea l s , so the 
b e n e f i t s w i l l be reaped by h i s people . This w i l l be the 
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3£eect of h i s marr iage . The magical efirect of h i s mating 
with Cynthia i s to be mani fested in the r e gene r a t i v e p r i n -
c i p l e of the Earth. 
Endymion now prepares f o r h i s r i t u a l death. He 
l i e s i n the f o r e s t a l l day ' and so remain 'd as he a corpse 
had b e e n ' . He i s not aware that t h i s ' d ea th ' i s the 
s a c r i f i c e t o ensure perpetua l renewal of l i f e — 
. . .Whence w i l l b e f a l . 
As say these sages, hea l th 
perpetua l 
To shepherds and t h e i r 
f l ocks ; 
( IV. 11. 830-32 ) 
The Indian Maid and Peona appear on the scene l i k e " C h i l l y -
f i n g e r e d sp r ing " Midst music from the " cho i r of Cynthia" 
Endymion i s reborn. The new Endymion now asks f o r 'heaven's 
w i l l , on our sad f a t e ' . Be fo re h i s arraze-a eyes the Indian 
Maid i s t ransformed in to Cynthia and Endymion too, i s immor-
t a l i z e d — 
. . . ' t w a s f i t that from t h i s 
mortal s t a t e 
Though shouldst , rry love, by some 
unlocked f o r change 
3e s p i r i t u a l i s e d . 
( IV. 11. 99-93 ) 
The poem concludes with the fol lov/ing p iece of 
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i n f o rmat i on — 
They van i shed Ear away 1 
Peona went 
Home through the gloomy 
wood i n wonderment. 
( I V . 11. 1002-3 ) 
Marr i age i s a t r a d i t i o n a l l i n k i n the f e r t i l i t y r i t u a l s . 
B e f o r e a new f e r t i l i t y c y c l e can be launched a marr iage 
must take p l a c e . Keats however l e a v e s i t out of h i s 
n a r r a t i v e . He a l s o does not d e s c r i b e how the newly meta-
morphosed god Endymion looks i n h i s d i v i n e fo rm. Keat s ' s 
Great Goddess had appeared s i g n i f i c a n t l y as the ' v e i l e d 
Cybe le ' i n the subter ranean abyss of Bk I I . The hero, 
hav ing r e tu rned unsca r red f rom h i s mythica l quest has d i s -
cove r ed the sanctuary of the d i v i n e r e g i o n s . Fur ther 
u n r a v e l l i n g of the myste r i e s of c r e a t i o n are only f o r h i s 
immortal e a r s . The mortal r eade r , along with Peona, i s 
l e f t i n a s t a t e of 'wonderment*. 
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Sndymion i s w r i t t e n i n the he ro ic c o u p l e t . The 
form may be d e f i n e d as the ep i sod i c ep ic commonly used by 
Spenser . Keats 's s e n s i b i l i t i e s , t o a g r e a t ex tent , resemble 
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Spense r ' s . Spenser was an e a r l y and d i s t i n c t i n f l u e n c e . 
The p i c t o r i a l r i chness , the s o f t , drowsy music, the therres 
of love , c h i v a l r y , rorrance and adventure are recogn izab ly 
Spensarian. Kea t s ' s r ead ings of Spenser s t imulated and 
susta ined h i s own poet ic theory . 
Endymion can be cons ide red as a c o n f e s s i o n a l poem, 
r e s u l t i n g f rom the inner c o n f l i c t s of the poet h imse l f . 
S h e l l e y ' s A l a s t o r had put f o rwa rd c e r t a i n quest ions r e g a r -
ding the human wor ld and the s t a t e of the poet . She l l ey ' s 
hero found no s a t i s f a c t i o n in the troublesome human wor ld 
and b i t t e r l y f r u s t r a t e d in h i s quest d ied i n s o l i t u d e . 
Endymion's quest l e d him to a deeper understanding of the 
ac tua l wor ld and the common exper iences of mankind. 
S h e l l e y ' s hero was a s o l i t a r y v i s i o n a r y whereas Endymion 
shared and understood un i ve r s a l exper iences . The p a r a l l e l s 
between the two poems may be the r e s u l t of Kea t s ' s attempt 
to o f f e r a r e b u t t a l t o S h e l l e y ' s poem. 
Keats a l s o made some use of Drayton's The Man i n the 
Moon. Drayton 's Endyrion and Fhoebe was not e a s i l y acce -
s i b l e i n the days of Keats. Finney de s c r i b e s both Drayton 
and Keats as poets of the c u l t of the moon.® The bas i c 
i n s p i r a t i o n f o r the f e a s t of Pan, the d e s c r i p t i o n of 
Glaucus 's c loak , the a e r i a l f l i g h t of Endymion and the 
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d i s g u i s e s of the moon goddess i s po s s i b l y drawn from 
Drayton's poems. 
L y l y ' s findymion, too, may have f u r n i s h e d Keats v/ith 
some des igns f o r h i s poem. The inc ident of C o r s i t e s and 
T e l l u s i n L y l y ' s poem seems to have been in Keats ' s mind 
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whi le he was w r i t i ng the G laucus -C i r ce ep isode . S imi l a r l y , 
Mrs. T i ghe ' s Psyche had appealed imrrensely of Keats. A 
strange knight serves as Psyche's p ro t ec to r . In the end, 
i n answer t o Psyche 's p rayers he r e v e a l s himself as Cup id . ^ 
This kind of i d e n t i f i c a t i o n of the d iv ine and the human 
occurs i n Keats ' s poem as w e l l . 
Shakespearean and V i r g i l i a n echoes can be t r aced 
throughout the poem. The e r o t i c passages remind one of 
Venus and Adonis whereas the d e s c r i p t i o n of the wreck at 
the bottom of the sea i s reminiscent of V i r g i l ' s Aeneid. 
Fo l lowing the t r a d i t i o n of Chaucer and Spenser, 
Keats pro longs h i s ve r se by kn i t t ing and i n t e r k n i t t i r g 
smal ler myths in to the primary one. The myths of Glaucus 
and a l s o of Arethusa serve Keats f o r h i g h l i g h t i n g h i s 
humanitar ian symbolism. The i n c i d e n t a l r e f e r e r c e are 
sometimes exot i c and ornamental such as the d e s c r i p t i o n of 
the process ion of Bacchus. At other times, they are used 
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t o c r e a t e emotional depth and to add warmth and human f e e -
l i n g to h i s ve r se as i n "Dryope's lone l u l l i n g s of her 
c h i l d " or " b l i n d Orion hungry f o r the morn". I t i s 
p o s s i b l e that Keats was not always consc ious of the f u l l 
p o t e n t i a l and re levance of every mythic image and i l l u s i o n 
that he used, t o h i s ground myth v i z . the myth of the Great 
Goddess. However, as mythic images and archetypa l s i t u -
a t i o n have t h e i r own unconscious o r gan i za t i on and design, 
they were e a s i l y and e f f e c t i v e l y absorbed in the major 
myth. 
When Endymion was f i r s t pub l i shed, i t was r e c e i v ed 
with a good amount of h o s t i l i t y by the c r i t i c s of Kea t s ' s 
own per iod . Modern c r i t i c s vary i n t h e i r r e a c t i o n s . One 
group, which inc ludes Mrs. Owen, Co lv in , Finney and Murry 
f e e l that Endym.ion appears coherent only i f read as an 
a l l e g o r y . Their a l l e g o r i c a l i n t e r p r e t a t i o n s range from 
metaphysical and neoplatonic i n t e r p r e t a t i o n s t o an account 
of the psychic process invo lved in aes thet ic c r e a t i v i t y . 
C r i t i c s l i k e Amy Lowel l , Newel l Pord and PetLet f e e l that 
the poem i s more symbolic than a l l e g o r i c a l . In defence of 
th si-T visw, Pe t te t has pointed out that Keats himself nsvsr 
c l a imed any a l l e g o r i c a l pa t te rn f o r h i s poem. 
Since Keats ' s p lo t i n Endymion takes the form of 
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a quests i t can be de f i ned as a venture of the poet 's mind 
in to i t s own hidden depths. Keats had encountered the major 
images and schemes of h i s p l o t i n h i s reading of the t r a n s -
l a t i o n s of c l a s s i c a l works in medieval and E l i zabethan 
poetry and most of a l l i n h i s s choo l - s t age c l a s s i c a l d i c -
t i o n a r i e s . The r i t u a l behaviour , the a rchetypa l s i tuat ions , 
the va r i ous gods and goddess had undergone much unconscious 
and consc ious psycho log i ca l process ing b e f o r e be ing c r y s -
t a l l i z e d in h i s mind. Whenever pa r t s were missing, he 
took ca re to supply them. 
The core of the ac t ion in Bndymion i s the f e r t i l i t y 
myth. According t o t r a d i t i o n a l mythology the f e r t i l i t y 
god descends in to a dark seed ground, i s reborn as the son 
and consort of the Great Goddess. He mates with her, p r o -
v i d e s f e r t i l i t y to the animate wor ld an l then at the end of 
the seasonal cyc l e d i e s orx::e aga in . The three c r i t i c a l 
junctures are b i r t h , marriage anl death. These processes 
supply the ground myth f o r Hndymion. 2n lymion p l ays the 
r o l e of the f e r t i l i t y god and - y n t h i a p l ays the r o l s of the 
Orsat Goddess. The recurrent archetypa l f i g u r e s are the 
o l d man and the b e a u t i f u l witch. The archetypa l o b j e c t i s 
the urn and the archetypa l l o ca t i on i s the bower. 
There i s a d i s t i n c t method in Keats ' s mythologi dt r j . 
1. 
Read within tha mythic format Endymion ceased to be merely 
' an amalgam of v i s u a l and other sense i m p r e s s i o n s ' . ^ ^ I t 
becomes symbolic of deeper a s s o c i a t i o n s . I t h i g h l i g h t s 
the profound s ens i t i v enes s of Keats to ancient mythology. 
I t a l s o f o cus se s on the high i n t e n s i t y of the nead to 
achieve an imag inat ive re turn to the coo l , chaste wor ld of 
the past . The quest of Endymion i s r e a l l y the quest of 
young Keats f o r h i s medium. At the end of h i s quest t h i s 
medium, i s i d e n t i f i e d as mythology. Mythologiz ing f u r n i -
shes him with the mode f o r vo i c ing h i s inner impulses and 
c r a v i n g s . 
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CHAPTER IV 
The Course oE Na tu r e ' s Law 
Hyperion 
The F a l l o£ Hyperion 
Keats s t a r t e d working on Hyperion w i th in a f ew 
months oE completing Endymion. Endymion i s a poet ic 
romance set in the Golden Age. Hyperion i s an epic of 
sorrow dea l ing with the end of the Golden Age. In a l e t t e r 
t o Haydon, Keats commented on both the poems — 
. . . in Endymion, I th ink you may have many 
b i t s of the deep and sentimental c a s t — the 
nature of Hyperion w i l l lead me to t r e a t 
i t in a more naked and g r e c i a n ( s i c ) Manner 
— and the march of pass ion and endeavour 
w i l l be undeviat ing — and one g r e a t con t r a s t 
between them w i l l be — that the Hero of the 
w r i t t en t a l e being mortal i s l ed on, l i k e 
Buonaparte, by circumstance; whereas Apo l l o 
in Hyperion being a f o r e - s e e i n g God W i l l 
shape h i s act ions l i k e one 1 1 
Apo l l o C y n t h i a ' s l u t e - v o i c e d b ro the r i s "once more the 
go lden theme". Apo l lo , the sun-god, whose sway extends 
t o the realms of music, poetry, prophecy and medicine had 
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been the c e n t r a l f i g u r e in some of Keats 's e a r l i e r poetry . 
With t h i s b e a u t i f u l and enigmatic de i ty Keats f e l t a kind 
of empathy and to c e l e b r a t e h i s triumph over the T i tans had 
been h i s ambition f o r qu i t e some t ime.^ 
Hyperion i s an epic — fragment in two v e r s i o n s . 
The second ve rs ion , a r e - c a s t of the f i r s t in the format of 
a dream, i s c a l l e d more s p e c i f i c a l l y The P a l l of Hyperion. 
vu. 
Keats ' s f a i l u r e t o tbmplete the poem has been v a r i o u s l y 
e jq j l a ined . An important reason i s the g ene r a l l ack of 
spontaneity and v i t a l i t y . Kea t s ' s sensuous and mytholo-
g i z i n g imaginat ion was curbed by the statuesque f i g u r e s 
and s c u l p t u r a l backdrops of the poem. Another reason was 
that Keats had r e a l i z e d that ' t h e r e were too many Mi l ton ic 
4 
i nve r s i ons in i t ' . By abandoning Hyperion, Keats was 
opt ing f o r the pu r i ty of spontaneous language. He had 
succeeded in ' conv inc ing h i s ne rves ' ^ that ' a f i n e 
w r i t e r i s the most genuine being in the w o r l d . ' ^ 
Keats was f a m i l i a r with the myth of Hyperion long 
b e f o r e he s e l e c t ed i t as the primary sub j ec t of the long 
poem. Lempriere 's C l a s s i c a l D ict ionary Edward Baldwin 's 
The Pantheon. Heso id ' s Theoqony (Cooke's t r a n s l a t i o n ) , 
Hyginus 's ' Pabulae ' p r in ted i n /yjctores Mythoqraghi Lah i r i 
had f a m i l i a r i z e d him with the b a t t l e between Olympians and 
the T i tans and the consequent de f ea t of the l a t t e r . 
7 
According to Hesoid 's Theoqony from which Keats 
de r i ved the b a s i s of the mytholog ica l matter of Hyperion. 
Chaos was the f i r s t t o come i n to ex i s t ence . Next came 
Earth, Erebus and Eros. Earth bore Heaven, H i l l s and Sea. 
And Heaven and Earth, mating together , p ro luced Cfceanus, 
Coeus, Creus, Hyperion, Japhet, Thea, Rhea, Themis, Mnemosyne, 
Phoebe, Tethys and Saturn, the youngest and the most t e r r i -
b l e . Then came the Brontes, Steropes and Arges, f o l l o w e d 
by Gottus, Gyges and B r i a r eus . Heaven con f i ned h i s t h i r d 
b rood in a secret p l ace w i th in Earth. But the s t r a i n 
proving too much f o r her . Earth appealed t o Saturn f o r 
he l p . Saturn c a s t r a t e d Heaven with a scythe g i ven to him 
by Earth. The b l ood which dr ipped on to Earth produced 
the G iants and the P u r i e s and the nymphs c a l l e d M e l i a l . 
The members, thrown in to the sea produced Venus. According 
t o Hesoid, Heaven named h i s f i r s t brood T i t ans . 
Saturn, taking Rhea as w i f e , become the r u l e r of 
the un ive r se . He was warned by h i s mother that he would 
be dethroned by one of h i s c h i l d r e n . So, as soon as each 
c h i l d was born, he swallowed i t . Rhea, unhappy as the 
l o s s of her ch i l d r en , gave him a stone wrapped in swaddling 
c l o t h e s t o swallow when her s i x th c h i l d was born. This 
c h i l d was Jup i t e r . When he grew t o maturity , he t r i c k e d 
Saturn i n t o vomitt ing h i s c h i l d r e n . Led by Jup i t e r , the 
younger gods dec l a red war aga ins t the T i t ans . They took 
t h e i r stand on Mount Olympus and thus came to be known as 
the Olympians. The war c o n t i n u a l f o r ten y e a r s . Jup i t e r 
now r e l e a s e d Gottus, Gyges and B r i a reus who had been impr i -
soned i n s i d e Earth. They supp l i ed him with thunder and 
fhb 
l i gh tan ing in r e tu rn f o r t h e i r freedom. U l t imate l y , the 
T i t ans f e l l b e f o r e the thunderbo l t s and the Olympians came 
to r u l e over the un ive r se . 
This b a t t l e has v a r i o u s connotat ions . According 
t o some mytho log is ts i t i s a nature-myth, a k ind of contes t 
between the untamed and bene f i c en t aspects of nature. 
Others f e e l that i t r ep resents the v i c t o r y of the Olympian 
c u l t , brought t o Greece by invaders , over the e x i s t i r g 
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r e l i g i o n of the p r e - H e l l e n i c people . The myth conta ins 
the archetypa l p a t r i a r c h a l canniba l i sm. Dorothy Van Ghent 
i d e n t i f i e s ' a n Oedipal q u a l i t y ' that she says, 'makes 
them [the c a n n i b a l i s t i c scandals J p a r t i c u l a r l y repugnant '^ 
Keats, however, o f f e r e d a v a r i a t i o n t o the t r a d i t i o n a l 
myth. He gave the T i t ans a serene ly b ene f i c en t cha r ac t e r . 
He took pa ins t o s i f t out the e v i l aspects supp l i ed by t r a -
d i t i o n a l h i s t o r y and made the T i t ans m a j e s t i c a l l y b e a u t i f u l . 
To make the Olympians more b e a u t i f u l , he inves ted them with 
an i n t e l l e c t u a l beauty, so that the ' f i r s t in beauty, 
should be f i r s t in might ' . T r a d i t i o n a l l y the T i t ans were 
simply f e r t i l i t y daemons a s soc i a t ed with the p l ane t s and 
the weather. The new breed of gods, the Olympians were a 
h i gh l y humanized race of gods. In Keats 's v e r s i o n both are 
humanized. The T i tans are p h y s i c a l l y s t ronger being g i ants . 
t'17 
whereas the Olympians are p h y s i c a l l y smal ler but have a 
super io r i n t e l l e c t . 
Mythology, according t o KeatS/ i s not j u s t a 
s t a t i c storehouse of erx:hanting t a l e s but a comprehensive 
system that comes t o l i f e under the mythic v i s i o n of the 
poet . Each time a myth i s r e t o l d by a poet, i t g a i n s a 
new dimension. The mythical p e r s o n a l i t i e s occur aga in 
and aga in i n d i f f e r e n t c i rcumstances . The pa t t e rn of 
behaviour i s r econst ructed in every age and each time i t 
p rov ides a f u r t h e r r e v e l a t i o n . Thus, mythology i s a l i n k 
between s i m i l a r exper iences down the ages . 
Leigh Hunt once commented on Keats — 
Talking the other day with a f r i e n d about 
Dante, he observed that whenever so g r e a t a 
poet t o l d us anything in add i t i on t o or 
cont inua t i on of an ancient h i s t o r y , he had 
a r i g h t t o be regarded as c l a s s i c a l author i ty , 
For instance , s a i d he, when he t e l l s us of 
that c h a r a c t e r i s t i c death of U l y s s e s i n one 
of the books of h i s In fe rno , we ought t o 
r e c e i v e the in format ion as authent ic and be 
g l a d that we have more news of U l y s s e s than 
we looked f o r . 10 
Keats makes f u l l use of h i s p r i n c i p l e i n h i s t r e a t -
ment of the myth of Hyperion. He manipulates the myth t o 
use i t as a v e h i c l e f o r de f in ing a law of success ion, and 
a l s o t o embody the archetypes of the c y c l i c a l r e b i r t h 
r i t u a l s . Apo l l o i n Hyperion and the Dreamer i n The 
P a l l undergo the t r a d i t i o n a l r e b i r t h of the K ing - succe s -
s ion r i t u a l s . I n f a c t Hyperion stops abrupt ly at the 
r e b i r t h of Apo l l o as the immortal poet . 
Keats ' s Hyperion beg in s with the de f ea t of the 
T i t ans . The g i a n t s are presented wr i th ing in pa in and 
anger^ immediately a f t e r the Olympians have usurped power. 
The b a t t l e i s a l l uded to as an event of the pas t . This i s 
i n keeping with the poet ' s mythic v i s i o n . His symbolic 
concept ion of the myth was t o use i t as a v e h i c l e f o r 
d e f i n i n g the law of success ion. Thus, the d e s c r i p t i o n of 
the b a t t l e f e l l ou t s ide h i s range . 
In one of h i s notes on Mi l ton ' s Pa rad i se Lost , 
Keats had s ta ted — 
There i s a c o o l p l easure in the very sound 
of a v a l e . The Engl ish word i s of the 
happiest c h a n c e . . . . I t i s a sor t of Delphic 
Abs t r ac t i on — a b e a u t i f u l th ing made more 
b e a u t i f u l by being r e f l e c t e d in a mist . 11 
Delphi i s a c i t y with an o r acu l a r shr ine and p rec inc t of 
Apo l l o , s i t ua t ed i n a deep rocky c l e f t on the south-west 
spur of Mount Parnassus. Keats de sc r i b e s the v a l e as a 
' Delphic Abs t rac t ion ' , i n s t i n c t i v e l y l i nk ing a l l b e a u t i f u l 
t h ing s to Apo l l o . 
The opening scene of Hyperion i s set in a ' v a l e ' . 
There i s a misty aura over the v a l e , suggest ing events of 
a f a r - o f f time — 
Deep i n the shady sadness 
of a v a l e 
Far sunken from the healthy 
b rea th of morn. 
Par f rom the f i e r y noon, 
and eve ' s one s t a r 
Sat g r e y - h a i r e d Saturn, 
qu ie t as a stone, 
( Bk I . 11. 1-4 ) 
These l i n e s evoke a funereal environment. Everything i s 
unnatura l l y s t i l l and the g ene ra l mood i s one of t r a g i c 
gr imness . 'Deep ' 'sunken' ' S tone ' suggest a g rave . 
This i s the r i t u a l b u r i a l at the end of a seasonal c y c l e . 
The r e i g n of the T i t ans has come to an end. There i s no 
a i r , no l i g h t , no sound, no movement. I t i s almost l i k e 
the p a r a l y s i s of Chaos. A::cording t o Hesoid, Chaos was 
a yawning abyss composed of Void, Mass and Darkness. L ight 
succeeded Chaos and a l l matter came to l i f e . The myth has 
now been inve r ted . L ight and l i f e have l e f t the ear th and 
b lank darkness i s g r a d u a l l y tak ing over — 
Forest on f o r e s t hung about 
h i s head 
L ike c loud on c loud . No s t i r 
of a i r was there . 
Not so much l i f e as on a 
summer's day 
h2Q 
Robs not one l i g h t seed 
froiD the f e a t h e r e d g r a s s 
But where the dead lea f 
f e l l , there d id i t r e s t . 
( Bk I , 11. 6-10 ) 
Th is i s a c l aus t rophob ic image. There i s no comfort , 
no so lace , no hope, only d e s o l a t i o n and de spa i r . The 
l a y e r e d f o r e s t r ep r e sen t s a dark masn, a s o l i d cover ing 
separa t ing Earth from c r e a t i v i t y and l i f e . There i s no 
movement save that of a dead lea f f a l l i n g . That, too, i s 
a downward moved — 
A stream went v o i c e l e s s 
by, s t i l l deadened more 
By reason of h i s f a l l e n 
d i v i n i t y 
Spreading a shade; the 
Naiad 'mid her reeds 
Pressed her c o l d f i n g e r 
c l o s e r to her l i p s . 
( Bk I , 11. 11-14 ) 
Naiads are stream nymphs. In her ' v o i c e l e s s ' s t a t e , t h i s 
naiad i s reminiscent of the tongue l e s s Procne. Procne ' s 
tongue was cut o f f by her husband. King Tereus, when he 
wanted to marry aga in . She was con f ined to the s l a ve s ' 
q u a r t e r s at the time of her husband's second marr iage . Her 
t r o u b l e d s ta te can a l s o be matched with Saturn ' s ' f a l l e n 
d i v i n i t y ' . The a d j e c t i v e s 'deadened' and ' c o l d ' empha-
s i s e the s t e r i l i t y of the atmosphere. 
Saturn, the f a l l e n T i tan , i s s t a t i oned aga ins t 
t h i s morbid baclcdrop. Saturn l i t e r a l l y means T h e 
sower ' . He i s the god of a g r i c u l t u r e and h i s age has 
been desc r i bed as the age of g o l d . As T i t an king, h i s 
' god l i k e e x e r c i s e ' had been — 
Cf i n f l u ence benign on 
p l anets pa le . 
Of admonitions t o the 
winds and seas. 
Of peace fu l sway above 
man's havest ing . 
And a l l those ac t s which 
Deity supreme 
Doth ease i t s hear t 
of l ove in . 
( I . 11. 108-12 ) 
H is r e i g n had been c h a r a c t e r i z e d by g r ea t cosmic s e r en i t y . 
P rogress , evo lu t i on and dynamism were unknown in the T i t an 
wor ld . There was a mist of dreamy tim,elessness over the 
un ive r se which was r i pped apart by h i s overthrow. In t h i s 
pos t -war scene, Saturn 's d i v i ne powers are pa ra l y sed . His 
bene f i cence has exp i red and h i s r i g h t hand, the symbol of 
h i s power l i e s ' n e r v e l e s s , l i s t l e s s , dead ' . The f a l l e n 
god f a c e s a mental vo i d and he i s unable t o comprehend h i s 
mis fo r tunes . L ike a l o s t and f o r l o r n c h i l d he turns to 
h i s Ancient Mother, Gaia, f o r comfort and adv ice . The r o l e 
of the a rchetypa l mother f i g u r e in Keats ' s poetry i s c r u c i a l . 
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Again and aga in the b ru i s ed hero turns to her f o r so lace 
and comfort . She i s omnipotent, b ene f i c en t and immortal 
and never complete ly away from h i s poetry . 
Upon the scene now appears the T i t anes s Thea. Her 
physique has a massive s cu l p tu r a l q u a l i t y . She i s so t a l l 
that an Amazon appears l i k e a pygmy b e f o r e he r . The Amazons 
were women w a r r i o r s who l i v e d in hero ic t imes. Thea 's 
strength i s so g r e a t that she cou ld have taken A c h i l l e s 
by the h a i r and bent h i s neck. 
A l l the T i t ans are g i an t nature daemons. In S leep 
and Poetry Keats de sc r i b e s the poet as a g i a n t — 
Then the events of t h i s 
wide wor ld I ' d se i ze . 
L ike a strong g i an t , 
and my s p i r i t teaze 
T i l l at i t s shoulders , 
i t should proudly see 
Wings t o f i n d out an 
immorta l i ty . 
( 11. 81-84 ) 
The poet must understand a l l the s e c r e t s of nature i . e . 
the ' symbol -essences ' of Earth, a i r , f i r e and water . So, 
i t i s only appropr i a te that the T i t ans are e lemental s p i -
r i t s . Apo l lo , i s a g i an t poet with the supe r io r i n t e l l e c t 
who seeks immorta l i zat ion . 
Back in the poem, Thea too seems t o have l o s t her 
d i v i n e a t t r i b u t e s and j o ined the ranks of the morta ls — 
One hand she pressed upon 
that aching spot 
Where b ea t s the human hear t , 
as i f j u s t there , 
Though an immortal, she 
f e l t c r u e l pain; 
( Bk I . 11. 42-44 ) 
Thea can only sympathize with Saturn. There i s solemnity 
i n her but no i n t e l l e c t and f o r e s i g h t . Saturn 's sovere ign 
r e l a t i o n s h i p s with the f o u r elements have come t o t h e i r 
c y c l i c end. There i s con fus ion a l l around. This con fus i on 
must p e r s i s t u n t i l a new system of r e l a t i o n s h i p s i s e s t a b -
l i s h e d . Saturn ' s t ragedy l i e s in h i s i n a b i l i t y t o p e r -
c e i v e the necess i ty of such a change and accept i t as the 
i n e v i t a b l e movement of the c y c l e . 
The night i s ' t r anced ' or in the g r i p of an energy 
that i s not in the c o n t r o l of these f a l l e n d i v i n i t i e s — 
Those g reen - robed senators 
of mighty woods. 
T a l l oaks, branch-charmed 
by the earnest s t a r s . 
Dream, and so dream a l l 
night without a s t i r , 
( Bk I . 11. 73-75 ) 
This i s an in tense ly mythical p i c t u r e . There i s an 
iirorense, change less seren i ty about the oak-grove . The 
oak-grove , t r a d i t i o n a l l y , i s the scene of the nup t i a l 
union of the vege t a t i on king and the Great Goddess. Also, 
by v i r t u e of be ing a green r ecess , i t i s symbolic of the 
powers of r egene ra t i on . However, r i g h t now i t s p o t e n t i a l 
has been curbed and l i k e Adonis the " s ena to r s of the 
mighty woods" have f a l l e n in to a deep s leep . 
When Saturn awakes, Thea asks him t o come and com-
f o r t t h e i r f a l l e n house — 
He f o l l o w e d , and she turned 
t o l e ad the way 
Through aged boughs, that 
y i e l d e d l i k e the mist 
Which e a g l e s c l e a v e upmounting 
from t h e i r nests . 
( Bk I . 11. 155-57 ) 
The e ag l e i s the sacred b i r d of Jup i t e r . I t c a r r i e d 
Hercu l e s ' s soul to Olympus through the mist c r ea t ed by the 
smouldering l o g s of h i s f u n e r a l pyre. L ike the oaks, the 
eag l e , too i s l inked with death and r egene ra t i on . Through 
these mythic mot i f s the poet i s g r a d u a l l y e s t a b l i s h i n g the 
regime of the Olympians. He i s f o l l o w i n g the Greek concept 
of the time cyc l e where the seed of b i r t h i s present i n 
death. 
The scene now s h i f t s t o Hyperion's pa lace . Hyperion 
' r i i 
has the t i t u l a r r o l e in the poem. According t o the myth, 
Hyper ion i s the son of Goe lus and T e r r a . H i s spouse i s 
Thea. U n l i k e A p o l l o , he i s only the god of the sun and 
i s not connected with any other o f f i c e . He e n t e r s the 
poem "Through bowers of f r a g r a n t and enwreathed l i g h t ' . 
Hype r i on ' s bower i s not a g reen r e c e s s so i t i s not 
r e g e n e r a t i v e . I t s ' enwreathed l i g h t ' i n d i c a t e s h i s 
s t i l l i n t a c t d i v i n i t y . The anc ient cosmic laws s t i l l 
f u n c t i o n as day and n ight f o l l o w each o the r . However, h i s 
powers too , a r e c u r t a i l e d . Monstrous n ightmar ish phantoms 
have conquered the once - r e sp l endent p l a c e of the sun. He 
c r i e s out — 
' 0 dreams of day and night1 
0 monstrous forms J 0 e f f i g i e s 
of pa in ! 
0 Spec t res busy in a c o l d , c o l d 
gloom I 
0 l a n k - e a r e d phantoms of b l a c k -
weeded poo l s ! 
( Bk I . 11. 227-30 ) 
Anxiety g r i p s h i s t h r o a t and he cannot speak f u r t h e r . Cut 
of the mist and scum emerges a v a s t s e rpen t ine wave of 
t o r t u r e that g r i p s him i n i t s c o i l s — 
At t h i s , through a l l h i s 
b u l k an agony 
Crept g r a d u a l , f rom the 
f e e t unto the crown. 
1 2 6 . 
Like a l i t h e serpent vas t 
and muscular 
Making slow way, with head 
and neck convu lsed 
From o v e r - s t r a i n e d might. 
( Bk. I . 11. 259-63 ) 
This image of t o r t u r e i s r a t h e r Mi l ton ic as i t r e c o l l e c t s 
the demonic serpent of B i b l i c a l mythology. I t must be 
noted that^ i n h i s na r r a t i v e , Keats does not p r e f e r or 
adopt any s i n g l e system of mythology. He draws f r e e l y on 
v a r i o u s systems and wherever i t s u i t s him, he smoothly 
b r i n g s about a f u s i o n of d i f f e r e n t mythologies . This t e ch -
nique g i v e s an a d d i t i o n a l dimension t o h i s treatment of 
mythology. 
As Hyperion wa i t s at h i s pa lace door ' t h e Heaven 
with i t s s t a r s / Look 'd down on him with p i t y ' and he hea rs 
the vo i ce of h i s ancient f a t h e r Coe lus . According t o the 
myth, Coelus was on severe ly h o s t i l e terms with h i s c h i l d -
ren . Keats, however, i nve s t s him with pa te rna l tenderness . 
Coe lus speaks to him from ' t h e un ive r sa l space' which i s 
al\/ays the se t t ing f o r Keat s ' s mythical poems. He t a l k s 
about ' j o y s and p a l p i t a t i o n s sweet' that had been e x p e r i -
enced by the powers that met at h i s c r e a t i o n . The ix>et, 
here i s r e f e r r i n g back to Endymion where love and c r e a t i v i t y 
had been the major theme. Coelus says — 
I am but a vo i ce ; 
My l i f e i s but the l i f e 
of winds and t i d e s . 
No more than winds and 
t i d e s can I awa i l . 
But thou cans t . 
( Bk. I . 11. 340-43 ) 
Coe lus accepts that h i s own l i f e had been governed 
by the natura l order but he cannot understand the g r i e f of 
the T i tans as the next necess i ty in the evo lu t iona ry c y c l e . 
He admonishes Hyperion and orders him t o s t r i v e . At h i s 
b idd ing , Hyperion descends to the Earth. 
In the r econs t ruc t i on of r i t u a l c i rcumstances t o 
f i t a new analogy, once the r o l e of the f a t h e r had been 
recognized , the a rchetypa l f a t h e r - s o n combat had a l s o been 
recognized . Keats, however, a l b e r s the archetype to 
present i t as the c y c l i c a l r e b i r t h r i t u a l . There i s no 
r e a l combat. The f a t h e r - f i g u r e , l i k e Glaucus i n Sndymion, 
g i v e s e t h i c a l support to h i s bew i lde red son. 
Bk. I I opens with the dep i c t i on of the misery of 
the f a l l e n T i tans . Keats ' s render ing of the scene owes 
a par t t o the i n f e r n o s of both Mi l ton and Dante. The T i t ans 
a re s ta t ioned in a den that i s imiranse, mysterious and dark. 
L ike the o r i g i n a l Tar ta rus , i t i s c h a r a c t e r i z e d by huge, 
subterranean caverns and stony p i t s . Primeval c a t a r a c t s 
plunge in to bottomless depths ' pour ing a constant bulk, 
uncer ta in where ' . Nightmarish animal -shaped c r a g s 
g rappe l with locked 'monstrous h o r n ' . The dungeons 
a re l i k e the ' v e i n s of metal ' symbolic of anx iety , f e a r , 
f r u s t r a t i o n and impotence. 
Among the r i g i d scu lptured forms, t h e i r ancient 
mother Cybele can be i den t iE i ed . She s i t s in t h i s i n f e r -
t i l e , bar ren , stone v a u l t unable t o r e v i v e her f a l l e n 
c h i l d r e n . Cybele , t r a d i t i o n a l l y , i s an A s i a t i c goddess 
a s s o c i a t e d with the powers of nature. She i s one aspect 
of the Great Goddess. In Endymion she appeared in her 
negat ive aspect . In Hyperion, however, she r ep re sen t s 
the so r rowfu l mother whose g e n e r a t i v e powers have been 
suspended. 
Among the other T i t ans Coeus, Gyges and Br i a reus , 
Typhon, Dolon and Porphyrion 'were pent i n r e g i o n s of 
l a b o r i o u s b r e a t h ' . According t o t r a d i t i o n a l mythology, 
Coeus, Gyges and B r i a reus were the hundred-handed g i a n t s 
who had been imprisoned by Cronus i n a secret p l ace w i th in 
the Sarth, Saturn cont inued t o keep them in imprisonment. 
They were r e l e a s e d by Jup i te r when they agreed to h e l p him 
i n the b a t t l e aga ins t the T i tans . Keats a l t e r s the myth. 
He r ep resents them as f i g h t i n g on the s ide of Saturn 
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i n s t ead of Jup i t e r . Another v a r i a t i o n that he makes i s 
t o present Typhon as a T i tan . T r a d i t i o n a l l y Typhon was 
born a f t e r Jup i t e r had overthrown Saturn. He had a 
hundered serpent -heads , f i e r y eyes and a tremendous vo i ce . 
Kea t s ' s law of success ion depended g r e a t l y on the law of 
beauty — ' t h e f i r s t in beauty should be the f i r s t in 
might ' . Thus, a l l ug ly , monstrous daensonic f i g u r e s are 
l i s t e d as T i t ans . 
The other T i t ans are f r e e but ' s c a r c e images of 
l i f e ' . Among these he mentions Mnemosyne, Phoebe, Greus, 
l apetus , Gottus, As ia , Erceladus, A t l a s , Phorcus, Glymene 
and Themis. T r a d i t i o n a l l y As ia and Glymene were the same 
persons . Keats d i f f e r e n t i a t e s between the two. Glymene, 
according t o him, i s the w i f e of l apetus and As i a i s the 
daughter of Ga f . The name of Gaf does not occur i n 
c l a s s i c a l mythology at a l l . He i s probably the Arab 
mountain god Kaf , who can be equated with the Greek 
A t l a s . ^^ Over t h i s morbid congregat ion hovers the shape-
l e s s form of Ops, the shrouded queen of death. 
The t a l e of t h e i r mammoth downfa l l has been recorded 
by the elemental h i s t o r i a n s , the t r e e s , t o be nar ra ted to 
p o s t e r i t y - -
There i s a roa r ing in the 
b leak -grown p ines 
130. 
When winter l i f t s h i s vo ice ; 
there i s a noise 
Among iminortals when a God 
g i v e s s ign. 
With hushing f i n g e r , how 
he means to l oad 
H i s tongue with the f u l l 
weight of u t t e r l e s s thought. 
With thunder, and with music, 
and with pomp. 
Such no ise i s l i k e the roa r 
of b leak -g rown p ines 
Which, when i t ceases i n 
t h i s mountained world. 
No other sound succeeds; 
( Bk. I I . 11. 116-124 ) 
Keats 's audi tory imaginat ion f i n d s express ion in t h i s awe-
i n s p i r i n g p i c tu r e . The mysterious, haunting t r e e - v o i c e s 
a re t r e a t e d as the primal metaphor f o r an t i qu i t y and immor-
t a l i t y and are equated with the ma jes t i c u t te rances of the 
T i t ans . Trees , i n Keats ' s mythic v i s i o n , a re the immortal 
h i s t o r i a n s with o r acu l a r p r o p e r t i e s . In The F a l l Moneta 
says — 
Thou m igh t ' s t b e t t e r l i s t e n 
to the wind, 
'Whose language i s t o thee a 
ba r ren noise 
Though i t b lows l egend - l aden 
through the t r e e s . 
( Canto I I . 11. 4-6 ) 
With the a r r i v a l of Saturn to the den, beg ins the 
counc i l of the T i t ans . The T i t an " r e b e l crew" of Keats's 
mytholog ica l poem a r s tha pagan images of the " r e b e l crew" 
of Angles i n Mi l ton ' s magni f icent B i b l i c a l poem. However, 
the psycho log i ca l cha rac te r of the e n t i r e s i t u a t i o n i s 
pure ly Keats ian . His i n f e rno imagery i s borrowed only at 
the v i s u a l l e v e l . The subterranean p r i son i s not the 
usua l p lace of punishment f o r the damned sou l s but a v i s i o n 
of the Earth i t s e l f as a p l ace where un i ve r s a l human s u f f e -
r i n g i s i n e v i t a b l e . The T i tans are s u f f e r i n g not because 
they were e v i l and over -ambi t ions l i k e M i l t o n ' s f a l l e n 
ange l s but because they have suddenly been reduced t o mere 
morta l s . Keats v i s u a l i z e s a p r e - B i b l i c a l f a l l where the 
elements s u f f e r the agonies of f e a r , impotence and death. 
Saturn t e l l s the other T i tans that he has searched 
the e n t i r e realm of knowledge a v a i l a b l e t o him in order t o 
detect the cause of t h e i r down fa l l . Even a f t e r studying 
the ' o l d s p i r i t - l e a v e d books' v i z . the s i b y l l i n e prophet ic 
books Saturn in unable t o ' u n r i d d l e ' the problems. The 
Gumaen S i by l , a p r i e s t e s s of Apollo/ so ld these books to a 
Roman Emperor. However, i n Keat s ' s v e r s i on , she i s more 
ancient than the T i t ans . S a tu rn ' s t ragedy l i e s in h i s 
l ack of comprehension and in h i s i n a b i l i t y t o p l ace these 
problems in t h e i r proper pe r spec t i ve . He turns to Cceanus, 
one of the o ldes t gods, f o r he lp . The ancient myths do not 
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i d e n t i f y Cceanus as the thought fu l one among the T i tans 
but Keats bestows t h i s r o l e on him. Like the shepherds 
iJ^ Sndymion, he i s contemplat ive and h i s wisdom i s the 
r e s u l t of ' c o g i t a t i o n in h i s watery g rove ' . Oceanus 
r ecogn i ze s the law of evo lu t i on 'We f a l l by course of 
Nature ' s law not f o r c e / Of thunder, of Jove' Cceanus 
ejq^lains that evo lu t i on i s necessary and eve r - p r e sen t and 
t h i s i s the e t e r n a l t ru th — 
So on our h e e l s a f r e s h 
p e r f e c t i o n t r eads , 
A power more strong in 
beauty, born of us 
And f a t e d t o exce l us, 
as we pass 
In g l o r y that o l d darkness; 
( Bk. I I . 11. 212-15 ) 
These l i n e s conta in the c a r d i n a l theme of the poem. In 
mytholog ica l terms, the poet gu ides the psyche from dark -
ness to enl ightenment. He d e f i n e s growth of c y c l i c . 
Knowledge, in B i b l i c a l mythology, comes through s u f f e r i n g 
and d e f e a t . Oceanus's words echo the same sentiment. The 
ideas a l s o f i n d p a r a l l e l s in one of Keats 's l e t t e r of the 
same per iod — 
. . . t h e r e i s r e a l l y a grand march of the 
i n t e l l e c t — i t proves that a mighty p r o v i -
dence subdues the might iest mind of the 
s e r v i c e of the time be ing . 12 
The next speech i s by Glyirene, the daughter of Oceanus. 
Her speech can be desc r i bed as the musical paean of Apo l lo . 
She nar ra tes how she had found a s h e l l and heard a ' g o l den 
melody' f rom i t . She put her hands t o her e a r s but — 
A vo i ce came sweeter, sweeter 
than a l l tune. 
And s t i l l i t c r i e d ' Apo l l o 1 
Young Apo l l o I 
The morning -br ight Apo l l o 1 
Young Apo l l o I 
I f l e d , i t f o l l o w e d me, and 
c r i e d ' A p o l l o 1' 
( B k . I I . 11. 293-96 ) 
According t o the myth, Apo l l o ' s a r r i v a l on Earth was 
he ra lded by the sweet music of n i gh t inga l e s and swal lows. 
He brought bene f i cence of spr ing and freedom from autumnal 
dangers and d i s e a s e s . These sensuous imp l i c a t i ons a re 
r e c o l l e c t e d by Clymene. She i s young l i k e Apo l l o but she 
i s ignorant and hence incapab le of f a c i n g the s t r u g g l e of 
e vo l u t i on . 
Snceladus has been l i s t e d as the f i e r c e s t and w i l d e s t 
of the T i tans . According to the o r i g i n a l myth, Enceladus 
and Typhon were the same person. Keats d i s t i n g u i s h e s b e t -
ween the two. He r ep resents Enceladus as ' t i g e r - p a s s i o n e d , 
l i o n - t h o u g h t e d ' . Enceladus r e a c t s a n g r i l y and reminds the 
T i t an s of t h e i r humi l i a t i ons . He d ismisses Glymene's speech 
as ' b aby -words ' . War with the Olympians must be cont inued 
u n t i l the T i t ans can — 
. . . . Singe away the swol len 
c l ouds of Jove 
S t i f l i n g that puny essence 
i n i t s t en t . 
( Bk. I I . 11. 330-31) 
I t must be noted that the super io r muscular strength of 
the T i tans i s be ing emphasized aga in and aga in . The 
Olympians, i n comparison, a re desc r i bed as ' p u n y ' . 
Enceladus 's t a r g e t i s the v i c t o r y of the 'w inged th ings ' . 
In mythology, the goddess of v i c t o r y was always r ep r e s en -
t ed with wings. 
Upon the scene now a r r i v e s Hyperion. The b r i l l i -
ance that he r a d i a t e s i s too f u l l of heat t o be g ene r a t i v e . 
Hyperion stands s i l e n t , de j ec t ed and mournful . This sorrow-
f u l reunion se ts the sea l on the de f ea t of the T i t ans . 
Enceladus 's anger tha t matches the heat of Hype r i on ' s b r i -
l l i a n c e , can only be t r e a t ed as b l i n d obs t inacy . Most 
important of a l l i s the i n d i c a t i o n from ' t h e Mother of the 
Gods/ In whose f a c e the re was no joy ' . 
Bk. I l l opens with an invocat ion of the Muse t o 
l eave behind the agony and tens ion of the T i t ans and to 
turn her a t t en t i on t o Apo l lo — 
Meantime touch p ious ly the 
Delphic harp. 
And not a wind of heaven 
but w i l l b reathe 
In a i d s o f t warb le from 
the Dorian f l u t e ; 
For l o : t i s the f a t h e r 
of a l l v e r s e . 
( B . I I I . 11. 10-13 ) 
In p r e - H e l l e n i c days, Delphi was the shr ine of Mother 
Earth guarded by a Python. Apo l l o s lew the Python and 
e s t a b l i s h e d h i s o r a c l e at Delphi . Delphi , hence i s a s s o -
c i a t e d with Apo l l o . The poet d e f i n e s the notes of Apol lo 's 
ha rp as the f i r s t v e r s e . 
Apo l l o i s t o be ' r e b o r n ' as the new god of the 
Sun. Along with h i s s o l a r f unc t i ons , h i s sway w i l l extend 
to d i v ina t i on , prophecy, music and poetry . In other words, 
he w i l l be the god of reason, order , symmetry, harmony, and 
a l s o i n s t i n c t and i n t u i t i o n . He w i l l r epresent the f i n e r 
a e s the t i c impulses. His rad iance w i l l — 
P lush every thing with a 
vermei l hue. 
Let the rosy g low intense 
and warm the a i r . 
( B-k. I I I . 11. 14-15 ) 
At the touch of the go lden rays , the maids ' B lu sh >:eenly. 
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as with some warm k i s s s u r p r i z e d ' . The d e s c r i p t i o n c o n t -
r a s t s sharply with the angry heat r a d i a t e d e a r l i e r by 
Hyperion. There i s warmth, c r e a t i v i t y , beauty and sensu-
ousness in A p o l l o ' s r a d i a r c e . I n f a c t , i t would not be 
wrong to say that we are now back i n the f a m i l i a r wor ld of 
nature, myth and song, so exp re s s i ve of Keats ' s poet ic 
v i s i o n . The i s l a n d of Delos with i t s ' o l i v e g r e e n ' . . . 
' lawn shading palms' , and s inging zephyrs remind us of 
the ' s i d e s of Latmos ' . The epic format i s a l ready b e g i -
nning to l apse i n t o the l y r i c mode. 
L ike Sndvmion, Hyperion too has moved through 
un i ve r s a l space. Prom the g reen oak g rove the scene 
s h i f t e d t o Hyperion 's a i r y wor ld of ' bowers of f r a g r a n t 
and enwreathed l i g h t ' and from there t o the subterranean 
stone v au l t of Bk. I I , to r e tu rn f i n a l l y t o the g reen i s l e 
of Delos, 
Delos i s a small i s l a n d in the midst of the Cyclades. 
I t i s the b i r t h p l ace of Artemis and Apo l l o . Leto, t h e i r 
mother, was loved by Zeus. Hera l ea rn t of t h e i r union and 
was imnensely j e a l o u s . Due to her anger, no land was 
w i l l i n g t o r e ce i ve Leto. When the time of b i r t h drew near, 
she came t o Delos which was a f l o a t i n g i s l a n d and hence not 
i n the power of Hera. Later , Delos became arj important 
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cen t r e f o r the worship of Apo l l o . 
The new hero i s not an epic hero . He i s , l i k e 
Keats, the sentimental and you th fu l poet. He i s t o rn 
apart by opposing emotions. He i s wa i t ing ' i n f e a r l e s s 
yet i n aching i gnorance ' , i n b l i n d darkness where ' p a i n f u l 
v i l e o b l i v i o n s e a l s my eyes ' f o r the godhood that he 
i n t u i t i v e l y knows he must obta in . He does not, as yet , 
know how to use the powers he f i n d s burgeoning w i th in him. 
Keats ' s mythic v i s i o n t r e a t s the c o r r e c t n e s s of 
d i v i n e f u m t i o n s as the quintessence of godhead. I f these 
d u t i e s a re imper f ec t l y rendered, the gods can degenerate 
i n t o sub -d i v ine be ings . This i s the l e s son that Mnemosyne 
i s t o teach Apo l l o . _ He c o n f e s s e s that h i s ignorance makes 
him f e e l ' c u r s e d and thwarted ' and begs the knowledgeable 
goddess t o ' P o i n t me out the way'. 
Mnemosyne i s the goddess of memory, the mother of 
the Muses. She has a l a r g e s t a tu re and a solemn counte -
nance and she i s amply robed. Keats t r e a t s the process of 
r e b i r t h at two l e v e l s — the f i r s t p sycho log i ca l and the 
second phys i c a l . 
The p sycho log i ca l t r ans fo rmat ion t akes p l ace when 
Apo l l o stands b e f o r e her m.ute countenance — 
Mute thou reiT.ainest - mute ! 
yet I can read 
A wondrous lesson in thy 
s i l e n t f a c e 
Knowledge enorrrous makes 
a God of me. 
( Bk. I I I . 11. 111-13 ) 
He f e e l s as though he has drunk a ' b l i t h e or b r i gh t 
e l i x i r ' and 'become immortal ' . 
A f t e r the psycho log ica l experience, Apo l lo has to 
undergo c e r t a i n phys ica l r i t u a l s b e f o r e h i s r e b i r t h process 
can be completed. Apo l lo trembles, f l u s h e s and s t rugg l e s 
i n pain. The whole body, each muscle, each c e l l has to 
respond to the r i t u a l . During the process " Mnemosyne 
upheld/ Her arms as one who prophes ied ' . VJhile the god 
i s reborn i n h i s d iv ine shape, Mnemosyne assumes the magical, 
r i t u a l posture of the p o n t i f f . 
The knowledge t h a t Apo l lo ga ins i s not ordinary 
knowledge but an i n t u i t i v e understanding of the universe. 
The moment of d i v in i za t i on is real ly the moment of enl igh-
taniTient when beauty is born in to h i s soul. 
Keats abandoned the poem at t h i s point . Begun as a 
conventional epic, the poem detoured to become a symbolical 
d i scuss ion of a d i f f e r e n t kind. Keats ' s imaginat ion was 
e s s e n t i a l l y Romantic. The poem moved out of the epic 
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format i n t o the l y r i c a l realms that Keats handled so w e l l . 
Thus, Hyperion the epic cou ld cont inue no f u r t h e r . 
I I 
Two months a f t e r abandoning i t , Keats r e c a s t the 
poem as a dream, c a l l i n g i t more s p e c i f i c a l l y The F a l l of 
Hyperion, A Dream. The dream framework has hypnotic 
a s s o c i a t i o n s that add mystery and enchantment to the o r i -
g i n a l n a r r a t i v e . The na r r a t i ve , i n Hyperion, had seemed 
misty and d i s t a n t . By enter ing the poem as the Dream.er, 
the poet e s t a b l i s h e s d i r e c t contact with the myster ious 
Matr iarch who s e l e c t s the cand idates f o r r e b i r t h . I t i s 
r a t h e r i r o n i c that Keats himself was very near death when 
he wrote The F a l l . 
In the f i r s t few l i n e s , the poet d e f i n e s h i s poet ic 
theory i n mythic terms, spurred on by h i s myth-making 
i n s t i n c t s . Keats presents the s t ruc ture of poetry as a 
temple guarded by a v e i l e d goddess. The poet i s the mortal 
i n t rude r who, l i k e Endymion, i s sub j ec ted t o v a r i o u s t e s t s 
b e f o r e he i s permitted t o enter the inner sanctum. 
Dreams have a deep s i g n i f i c a n c e . The poet says ' S ince 
every man whose soul i s not a c l od/ Hath v i s i o n s and would 
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s p e a k . . . . ' Dreams that f e e d the imaginat ion are f e r t i l e 
and c r e a t i v e and r e l a t e d t o t rue poetry . The man whose 
soul i s a ' c l o d ' i s the f a l s e poet whose dreams are 
empty. L ike Apo l lo , i n the f i n a l book of the abandoned 
Hyperion, Keats too, f e e l s oppressed with the i dea s 
burgeoning w i th in him. The themes of e va l ua t i on and the 
sove re i gn i t y of beauty had become too important t o be d i s -
ca rded and f o r g o t t e n . The myth of A p o l l o ' s triumph had 
too much persona l s i g n i f i c a n c e t o be abandoned. So, Keats 
re turned to the poem with a new approach. The P a l l i s a 
v i s u a l i z a t i o n of the recur rent Keats ian a rchetypa l scenes 
and f i g u r e s on a s i n g l e canvas. 
The 'dream' commences i n the f a m i l i a r a rchetypa l 
g reen bower — 
Methought I stood where t r e e s 
of every c l ime. 
Palm, myrtle , oak and sycamore 
and beech. 
With p l an ta in , and sp ice 
blossoms, made a screen; 
In neighbourhood of f ounta ins , 
by the noise 
So f t - shower ing i n my ea r s , 
and by the touch 
Of scent, not f a r from ro se s . 
( I . 11. 19-24 ) 
Th is bower i s more magni f icent and awesome than any other 
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Keats ian bower f o r i t be longs t o the most ancient o£ the 
gods . This cosmic f o r e s t i s pa r t of Eden where grow t r e e s 
of ' e ve ry c l ime ' nourished by f e r t i l i z i n g water . In t h i s 
magical bower of the Golden Age, the poet e^qjeriences 
unt roub led contentment. There i s an ' a r bou r with a d roo -
ping r o o f / Of t r e l l i s v i ne s and b e l l s ' . I t resembles the 
arbour i n the Garden of Adonis and a l s o the arbour i n the 
•Ode to Psyche ' . This arbour i s used by Angels and p r i -
meval goddesses po s s i b l y Mother Eve, f o r t a s t i n g the 
r i t u a l o f f e r i n g s of s pec i a l f o o d i n order t o renew the 
f e r t i l i z i n g and g ene r a t i v e p r o p e r t i e s of the Earth. The 
poet f e a s t s ' d e l i c i o u s l y ' on the remnants and then dr inks 
a ' f u l l drought ' f rom a ' f a b l e d horn ' that he i d e n t i f i e s 
as the cornucopia of Ceres, the Mother of P rose rp ine . 
Keats, here, i s t e l e s cop ing two v a r i a n t r i t u a l s . 
The remnants of the d iv ine f e a s t were not t o be t r a d i t i o -
n a l l y shared by morta ls . % s t i c meals were shared by 
v o t a r i e s i n c e r t a i n r i t u a l s r e l a t e d t o Orphic c u l t s . The 
Keats ian Dreamer from the s t r i c t l y r e l i g i o u s point of v iew 
per forms a s a c - r e l i g i o u s a c t . However, as with myth, 
Keats f r e e l y combines r i t u a l s and archetypes, too . T r a d i -
t i o n a l l y , f a s t i n g was recommended i n p r epa ra t i on f o r 
s p i r i t u a l exper iences . Keats i n v e r t s the custom by 
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of irer ing a f u l l magical f e a s t to the Dreamer. By ea t ing 
at the e t e rna l natura l source from which l i f e i s susta ined 
and renewed, the Dreamer absorba the d iv ino g r ace of the 
Great Goddess and thus prepares himsel f f o r the s p i r i t u a l 
exper iences t o come. Then he f a l l s i n to a ' swoon* . 
Keats p resents SJve and Ceres on the same canvas . 
This t e l e scop ing adds a new dimension t o the p o e t ' s 
a l r eady r i c h mythic v i s i o n . I t a l s o sheds v a l u a b l e l i g h t 
on Kea t s ' s myth-making i n s t i n c t s . One d i s cove r s a s e r i e s 
of screens or masks. In the mask of the dream v i s i o n the 
poet ente rs the myth. In the mask of the myth he presents 
h i s poet ic theory and w i th in the poet ic theory i s the seed 
of h i s mythologizing imaginat ion. 
When the Dreamer r ecove r s from h i s swoon, he f i n d s 
tha t he has been t r anspo r t ed to a stone temple. This 
apparent awakening from a swoon symbolizes the movement 
f rom the subconscious t o the unconscious r e s u l t i n g i n a 
more profound involvement with the myth. 
The stone temple i s a primeval cons t ruc t i on . I t i s 
the a r ch i t e c tu r e of Nature h e r s e l f , an ' e t e r n a l domed 
monument' . I t s rows of columns extend both ' north and 
south' t o end in a 'm i s t of no th ing ' . Eastward a re the 
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b l a ck g a t e s ' shut aga ins t the sunr i se ' and westward there 
i s an image 'huge of f e a t u r e as a c l oud ' . There i s a 
s t a i r c a s e with a 'marb le b a l u s t r ade ' l ead ing up t o the 
a l t a r . To sca l e the ' innumerable degrees ' of the s t a i r -
c a se seems a ' p r o d i g i o u s t o i l ' t o the Dreamer. 
In a r c h i t e c t u r a l terms, the temple i s Grec ian . 
Po t te r in h i s A n t i q u i t i e s w r i t e s — 
Almost a l l the temples were then so cont r i ved , 
that the entrance and s ta tues should look 
towards the eas t , and they who pa id t h e i r devo-
t i on , towards the west. The p l ace of the images 
was i n the middle of the temple, where they 
stood on pede s t a l s r a i s e d above the he ight of 
the a l t a r . 13 
At the symbolic l e v e l the ' e t e r n a l domed monument' with 
i t s ' s t range v e s s e l s ' and 'dyed a s b e s t o s ' r ep r e sen t s 
the s t ructure of poetry . Joseph Campbell says that 
ancient temples ' s t i l l nurtured i n mythology' a re symbolic 
of ' t h e Inexhaus t i b l e P o i n t ' . The aim of the devotee who 
en te r s the sanctury ' i s t o r ehearse the u n i v e r s a l pa t te rn 
as a means of evoking wi th in himself the r e c o l l e c t i o n of 
the l i f e - c e n t e r i n g , l i f e - r e n e w i n g form*. ^^ 
The Keats ian Dreamer exper iences the " l i f e - c e n t e r i n g , 
l i f e - r e n e w i n g " r i t u a l . He i s t o l d by a v e i l e d p r i e s t e s s 
that he i s "dust and ashes" un le s s he can "mount up these 
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immortal s t ep s " . The v e i l e d p r i e s t e s s i s Moneta. In 
the e a r l i e r f ragment, Moneta had appeared as Mnemosyne. 
Keats probably f e l t that Moneta was more app rop r i a t e to 
h i s new concept ion of the p r i e s t e s s ' s wisdom and prophet ic 
power. Some c l a s s i c a l a u t h o r i t i e s a s s o c i a t e Moneta with 
Minerva, the Greek adaptat ion of the Egyptian I s i s . I s i s 
r ep r e sen t s the product ive f o r c e s of nature. She i s a l s o 
l i nked with un i ve r s a l knowledge and t ru th . Lempriere 
r e l a t e s that i n s c r i p t i o n s on the s tatues of the goddess 
were o f t e n in these words — 
I am a l l that has been, that s h a l l be, and 
none among the morta ls has h i t h e r t o taken o f f 
my v e i l . 15 
Keats seems to have c r ea t ed the same awe and mystery i n 
h i s p o r t r a y a l of Moneta. Moneta has a deathly p a l l o r , 
and a tyrannous a t t i t u d e . The c o n f r o n t a t i o n of Moneta 
and the Dreamer i s s im i l a r to the c o n f r o n t a t i o n of the 
hero of the 'Ode on Melancholy' with ' V e i l ' d Melancholy 
i n her sovran s h r i n e ' . In 'Ode on Melancholy ' , Keats 
s a i d about the hero — 
His soul s h a l l t a s t e the 
sadness of her might 
And be among her cloudy 
t roph i e s hung. 
( Stz. I I I . 11. 29-30 ) 
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The Dreamar's o rdea l in v e i l e d Moneta's temple i s s im i l a r . 
The a l t a r i3 'horned ' and there i s a ' s a c r i f i c i a l f i r e * 
burning . 
The Dreamer encounters a c u r t a i n of ' Maian incense ' . 
Maia, in Greek mythology, i s the daughter of A t l a s and 
the mother of Hermes. In a r a the r Dantesque comparison 
Keats says — 
. . . t h e small warm r a i n 
Melts out the f r o z e n incense 
from a l l f l o w e r s . 
And f i l l s the a i r with so 
much p leasant hea l th 
That even the dying man 
f o r g e t s h i s shroud; 
( Canto I . 11. 98-101 ) 
The incense i s su ing from the s a c r i f i c i a l f i r e has regene -
r a t i v e po t en t i a l . I t r e v i v e s a dying man so much that 
he ' f o r g e t s h i s shroud ' . Dramatica l ly energ ized , the 
Dreamer beg ins to ascend the steps . A ' s t i f l i n g . . . 
s u f f o c a t i n g . . . p a l s i e d c h i l l ' descends on him but a f t e r 
the E i r s t step has been taken — 
. . . l i f e seemed 
To pour i n at the toes . 
I mounted up. 
As once f a i r Angles 
on a ladder f l e w 
Prom the green tur f 
to Heaven. 
( Canto I . 11. 133-36 ) 
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These l i n e s are u t t e red In a C h r i s t i a n v e i n . Kea t s ' s 
mythic v i s i o n cont inues t o draw from the B i b l e . M. A l l o t t 
t r a c e s the source of these l i n e t o Genes is XXII I , 12 — 
And Jacob . . . dreamed, and behold the 
ang les of God ascending the descending on 
i t . 16 
In t h i s respect Keats d i f f e r e s f rom Shel ley who used mytho-
logy mainly as an instrument f o r c r i t i c i z i n g the Church. 
K e a t s ' s v i s i o n i s not l i m i t e d or r e s t r i c t e d . He happ i ly 
f u s e s pagan and C h r i s t i a n b e l i e f s i n a manner that i s 
extremely f a s c i n a t i n g . 
While the Dreamer undergoes the nightmarish 
exper ience of the dea th - f an ta sy i n o rder t o f u l f i l the 
Medusa - r i t u a l s Moneta watches f rom above. Medusa i s an 
ancient aspect of the Great Goddess. Her gaze cou ld turn 
one t o stone. The Dreamer ascends e f f o r t l e s s l y . Ho has 
conquered pro fane death through a mystic r e b i r t h invo lv ing 
a de f i ance of g r a v i t y . 
On reaching the summit, he stands sa fo beneath the 
knees of the massive s tatue . He addresses the p r i e s t e s s — 
"High Prophetess " s a i d I 
"purge o f f . 
Benign, i f so i t p l ea se 
thee, my mind 's f i l m . " 
( Canto I . 145-46 ) 
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Monetn cont inues t o tend the s a c r i f i c i a l f i r e . She says 
that there are three c l a s s e s of men. The f i r s t i s the 
• t rue poet ' the second i s the ' i d l e s l e epe r ' and the 
t h i r d i s ph i l an throp who 'come [sj not h e r e ' . She a l s o 
in forms him that t h i s i s the temple of Saturn. The Dreamer 
beho lds — 
. . . t h e snowy locks 
Hung nobly, as upon the f a c e 
of heaven 
A midday f l e e c e of c l ouds . 
( Canto I . 452-54 ) 
The r i t u a l i s t i c r e b i r t h inc ludes the presence of the 
f a t h e r - g o d along with the mother f i g u r e un l i ke Hyperion 
where Mnemosyne had been a lone . The Dreamer expresses 
h i s g r a t i t u d e to Moneta f o r the f a v o u r she has done him 
by admitting him t o the cosmic garden, saving him from 
death, and 'med ic in ing ' him — 
That I am f avoured f o r 
unworthiness. 
By such p rop i t i ou s pa r l ey 
medic i ned 
In s ickness not i gnob le , 
I r e j o i c e , — 
Aye, and cou ld weep f o r 
l ove of such award 
( Canto I . 11. 18 2-8 5 ) 
F i n a l l y , she dec l a r e s " the s a c r i f i c e i s done" ^nd 
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turn ing to the Dreamer bestows the supreme f a v o u r of 
l e t t i n g him see i n t o her b r a i n . This a r e p i t i t i o n of 
A p o l l o ' s d i v i n i a a t i o n where he had looked in to Mnemosyne's 
f a c e . Koneta's b r a i n has been v i s u a l i z e d as the ' e n t a i l s ' 
of an ea r th - cave rn that are ' r i c h with o r e ' . I t can a l s o 
be i d e n t i f i e d as the womb 'what th ings the hollov/ b r a i n 
behind enwombed*. The d e s c r i p t i o n of ' t he dark secret 
chambers of her s k u l l ' r econst ruct a death ' s head. Keats 
once aga in i d e n t i f i e s the g rave with the womb. In t h i s 
case , the r e gene r a t i v e archetype has been l oca ted i n s i d e 
the head of Monet a. Now, b e f o r e the Dreamer's eyes, 
u n r o l l s the h i s t o r y of c r e a t i o n , of the pr imeval gods and 
of the un ive r se . 
Moneta pa r t s her v e i l s and — 
. . . t h e n saw I a wan f a c e . 
Not pined by human sorrows, but 
b r i g h t - b l a n c h e d 
By an immortal s ickness which 
k i l l s not 
I t works a constant change, 
which happy death 
Can put no end to ; 
( Canto I . 11. 256-60 ) 
Thus d i v in i z ed , the Dreamer, l i k e Glaucus i n Endymion can 
now have v i s i o n s of the d i v i ne world. Be fo re attempting 
t o apost rophize Apo l lo , the poet had d i v i n i z a d himsalZ. By 
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enter ing the myth, he i s attempting t o combine d i v i n e 
forms with human exper iences and t o present the v i s i o n i n 
s u b j e c t i v e terms. The r e v i s e d method a l s o d id not work 
out . B a s i c a l l y , the content of the myth was too l o f t y 
and c e l e s t i a l t o be de f i ned i n Keats 's sensuous terms. 
Moneta i n The P a l l takes on the g a r b of Kea t s ' s 
a rchetypa l mothe r - f i gu r e . She dominates the poem l i k e 
Cynthia dominated Sndymion. Her deathly pa leness , 
"p lenatary e y e s ' , ' g l obed b r a i n ' and 'sphered words ' 
a re q u a l i t i e s that l i n k her with Cynthia. Mnemosyne in 
Hyperion had been an Earth-goddess , maternal i n t u i t i v e 
and awesome. Moneta i s a more comprehensive mother - f i gure . 
She i s f i e r c e and t y r a n n i c a l as w e l l . Her death-essence , 
which she shares with Cynthia, suggests the e r o t i c aspect . 
Thus, i n s h i f t i n g from Mnemosyne to Moneta, Keats s h i f t e d 
f rom an aspect of the Great Goddess to a comprehensive 
p r e sen ta t i on of her v a r i e d a t t r i b u t e s . She i s now a symbol 
of poet ic consc iousness as w e l l . She i n v e s t s the Dreamer 
with primary knowledge of himself both as poet and as 
human be ing . Analysed in the context , the Dreamer's 
ascent symbolizes the poe t ' s quest f o r immortal i d e n t i t y . 
The f i r s t v i s i o n that the Dreamer has i s a dep i c t i on 
of Saturn 'Degraded, co ld , upon the sodden g round ' . Thea, 
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no longer of superhuman s i z e and strength, as she had 
been in Hyperion comes to comfort him. Thea has been 
humanized. There I s an intense emotional q u a l i t y i n 
The F a l l . Having seen the v i s i o n f i r s t - h a n d , the Dreamer 
d e f i n e s ' t h e load of t h i s e t e rna l quietude ' that g r i p s 
the scene. 
The verdant dreaming oak grove has been r ep l a ced 
by a f o r e s t where j u s t ' a s o l i t a r y gus t ' s w e l l s and d i e s . 
The t o t a l p i c tu re i s dismal , b l e ak and unpromising. The 
promisirjg of r e gene ra t i on which had been i d e n t i f i e d i n 
Hyper ion i s absent he re . The t a b u l e a r g r i e f cont inues 
f o r almost an e t e rn i t y — 
For by my burning b r a i n I 
measured sure 
Her s i l v e r seasons shedded 
on the n ight , 
An ever day by day methought 
I grew 
More gaunt and g h o s t l y . 
( Canto I . 11. 393-96 ) 
U n i v e r s a l nature had mourned the downfa l l of the T i t ans 
in Hyperion. The r i c h mist of g r i e f that had been the 
backdrop f o r Hyperion has g i v en way to an eer i and 
f r i g h t e ning atmosphere. The poet t a l k s about 'mossy 
g looms ' , i n ' t ime-eaton oaks' and ' f o x e s h o l e s ' . These 
a re Images of s tagnat ion and decay. 
151. 
Saturn, f i n a l l y , addresses the s o l i t a r y Pan. Pan 
had not f i g u r e d in Hyperion. However, i n h i s attempt 
t o r e c l o the the myth in a s u b j e c t i v e garb , the poet 
i n s t i n c t i v e l y turns t o the l one ly god of un i v e r s a l nature. 
Pan was the only one of the Olympian d e i t i e s who was not 
g i v en a heavenly realm but con f ined t o the e a r th l y Arcad ia . 
His was abandoned by h i s mother at b i r t h and used by the 
gods as a source of entertainment. The poet, i n t h i s 
context , probably d e s i r e s t o h i g h l i g h t the l o n e l i n e s s and 
d e s o l a t i o n of the f a l l e n T i t ans , 
Canto I I opens with Moneta's warning that the 
events that she i s desc r i b ing t o the poet have been huma-
nized. Keats a l s o re -emphasizes the change of approach— 
Morta l , that though may'st 
understand a r i gh t , 
I humanize my sayings t o 
th ine ear . 
Making comparisons of 
e a r t h l y t h i r d s ; 
Or thou might ' s t b e t t e r 
l i s t e n t o the wind. 
Whose language i s t o thee 
a ba r r en noise . 
Though i t b lows l e gend - l aden 
through the t r e e s . 
( Canto I I . 11. 1-6 ) 
These l i n e s are reminiscent of the theory of mythology that 
Keats had expounded in Ehdymion. The elemental o r i g i n s of 
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the ' l e g e n d s ' and t h e i r r e t e l l i n g by the winds are r e f e -
r r e d t o once aga in . The f o u r elements v i z . a i r , water, 
ear th and f i r e a re used t o connect the mortal and immortal 
wor lds . l ^ th s , once again, are t r e a t e d as authent ic 
r eco rds of h igher exper iences . 
Moneta now d i r e c t s the poe t ' s gaze t o Hyper ion ' s 
pa l ace . The passage has been s l i g h t l y a l t e r e d f rom that 
of the f i r s t v e r s i on . The mod i f i c a t i ons were made, mainly 
t o avo id the Mi l ton ic echoes. The portents of the e a g l e ' s 
wings and neighing steeds have been omitted, as has been 
the desc r i p t i on of the opening pa lace door. The ' o ther 
rea lms ' have been changed to 'melancholy rea lms ' and the 
'mammoth brood ' i s now desc r i bed as an ' e a g l e b r o o d ' . 
The hope lessness of the T i tans i nc r ea se s as they are des -
c r i b e d as l i s t e n i n g not ' i n sharp pa in ' but ' i n t h e i r 
doom'. The 'omens d r e a r ' t r a ced by the poet as a 
Miltonism, i s changed to ' d i r e p r o d i g i e s ' . Hyperion, 
i n s t e a d of coming ' s l ope upon* i s ' s l op ing t c ' . However, 
b e f o r e he can reach the ' g r ea t main Cupo l a ' , The P a l l 
was f i n a l l y abandoned. 
ILL 
Keats had intended to use the myth as a v e h i c l e f o r 
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de f i n ing the law of p rog res s . However, the archetypes of 
c y c l i c a l r e b i r t h , the Great Goddess, the f e r t i l i t y hero, 
the green bower, and the o l d man imposed a c i r c u l a r s t r u c -
tu r e on the poem. As d e f i n i t i o n of the law of p rog ress 
the movement should have been in terms of an upward ascent . 
A p o l l o ' s r e b i r t h r i t u a l i nvo l v e s the f e r t i l i t y myth. 
Apo l lo , h imse l f , becomes the f e r t i l i t y god whose f e r t i l i t y 
f u n c t i o n s are extended i n t o the realms of poetry and a e s -
t h e t i c s . He r ep resent s the g ene r a t i v e s p i r i t behind the 
e n t i r e un iverse , both phys i ca l and i n t e l l e c t u a l . In t h i s 
r o l e , he i s permanently bound to the wheel of time which 
f o l l o w s a c i r c u l a r pat te rn . Hyperion i s a d i scuss ion of 
the myst ica l dimensions of the r i t u a l v^ereas The F a l l 
f u r n i s h e s the psycho log i ca l dimensions. 
Poetry, f o r Keats, i s not the mere l i t e r a r y rende -
r i n g of i deas but a comprehensive c o g n i t i v e c r y s t a l l i z a t i o n 
of r e l a t i o n s h i p s of l i f e i t s e l f to a l l i t s primary forms 
v i a . to the elements — earth , a i r , water, f i r e to the 
vege ta t i on of the Earth, to love , to death, to a l l the 
agonies of the human hea r t . Mythology serves as the 
sen sual and f e r t i l e metaphor f o r h i s poGtic v i s i o n . In h i s 
treatment of the Hyperion myth, the poet i s o f f e r i n g a 
mythical e l abo ra t i on of h i s own poet ic d e s i r e s . 
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Keats exp l a ined h i s dec is ion to abandon Hyperion 
to Reynolds in h i s l e t t e r dated 21st September — 
There were too many Mi l ton ic i nve r s i ons in 
i t — Mi l ton ic ve r se cannot be wr i t ten but 
in an a r t f u l o r r a the r a r t i s t ' s humour. I 
wish to g i v e myself up to other sensat ions . 
Engl ish ought to be kept up. I t may be 
i n t e r e s t i n g to you to p ick out some l i n e s 
from Hyperion and put m.ark X to the f a l s e 
beauty proceeding from a r t , and one||— to 
the t rue vo i ce of f e e l i n g . 17 
The immediate reason f o r stopping work on Hyperion was 
because Keats f e l t that ' l i f e to him [MiltonJ would be 
death to me' . The l o f t y Mi l ton ic idiom was dramatic, not 
n a r r a t i v e as Keats b e l i e v e d t rue poetry should be . Hyperion 
served as nourishment to Keats ' s c r i t i c a l p o t e n t i a l . He 
l e a m t how to en l a r ge h i s poet ic universe with a p h i l o s o -
ph i c a l dimension, and a l so to change h i s r a t h e r indo lent 
Spenserian ve r se with a new kind of f o r c e . 
During the Romantic per iod , with the r e j e c t i o n of 
August an ism,, Milton came to stand f o r a l l that was l o f t y , 
ep ic and severe in the Eng l i sh poet ic t r a d i t i o n . The second 
generat ion of the Romantics were deeply impressed by h i s 
he ro i c i n d i v i d u a l i t y , h i s serene assumption of the p o e t ' s 
pub l i c r o l e s as moral teacher and s p i r i t u a l h e a l e r and most 
of a l l by the supreme conf idence with which he undertook his 
l o f t y theme. 
IS 
The Romantic pe r iod was a per iod of r e v o l t and 
Keats had the same lone ly mission as the other g r e a t 
Romantics — to proceed to the hear t of humanity through 
poet ry . Hyperion and The F a l l are poems about the 
poet and poetry . 
Apart from the Miltonisms/ Keats ' s Hyiperion a l s o 
f r e q u e n t l y echoes Shakespeare 's King Lear , Spenser ' s 
F a e r i e Queen and Beckford ' s Vathek. The f i r s t twenty 
l i n e s of The F a l l echo Dante. The reconst ruct ion of 
the poem as a v i s i on may have been the i n f l u ence of 
C o l e r i d g e ' s A l l e g o r i c V i s ion and Addison ' s V i s ion of 
Mirzah. 
The f i r s t r eade r s of Hyperion were impressed by 
i t s f ragmentary form. Leigh Hunt desc r i bed i t as ' a 
18 fragment — a g i g a n t i c one, l i k e a ruin in the d e s e r t ' . 
Byron f e l t that the ' f ragment of Hyperion seems a c t u a l l y 
19 i n s p i r e d by the T i tans , and i s as sublime as Aeschy lus . " 
Modem c r i t i c s l i k e W.J. Bate, G i t t i n g s and Bush 
have p r a i s e d i t f o r i t s f i n e opening and the sus ta in ing of 
p o e t i c a l q u a l i t i e s throughout the three books. The F a l l 
has been desc r i bed by Br idges , as Keats ' s "most mature 
a t t e m p t . . . to express h i s own conv i c t i ons concerning human 
20 l i f e . " C r i t i c s l i k e Colv in and Marry have g e n e r a l l y 
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r ecogn i zed the strengthened promise of poet ic maturity 
both in the new mate r i a l and in the adaptat ion of passages 
f rom the e a r l i e r v e r s i on . 
Keats ' s r e t e l l i n g of the myth of Hyperion, i t s 
adaptat ion , expansion and treatment are e s s e n t i a l l y i n d i -
v i d u a l . Loaded with symbolic s i g n i f i c a n c e and used as a 
mode f o r de f i n ing not only h i s poet ic theory but a l so h i s 
mythic v i s i on and u l t imate l y the attempt to use i t as a 
v e h i c l e f o r d e f i n ing the law of evo lut ion are Keats ' s own 
c o n t r i b u t i o n s . 
I t i s c l e a r , t h e r e f o r e , that Keats was no b l i n d 
i m i t a t o r but a b r i l l i a n t and t a l e n t e d a r t i s t hampered by 
inexper ience and i l l hea l th . There i s , i n s p i t e of Keats 's 
own d i s s a t i s f a c t i o n with i t , strengthened promise of poet ic 
matur i ty in the two f ragments . 
15'/ 
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CHAPTER V 
The Godde ss of _Many Agiject s 
The Eve of St. Agnes 
I s a b e l l a 
Lamia 
La B e l l e Dame Sans Merci 
To Fanny 
Ode to Fanny 
I Cry Tour Merci, P i ty , Love 
This L iv ing Hand. . 
1E9 
The dominant mot i f s of Keats 's ep i c s can be l o ca t ed 
in h i s other poems a l so . Mythic images are inco rpo ra ted 
spontaneously into his p o e t r y . That he can modulate them 
to s u i t sub t l e as w e l l as dynamic contexts shows the range 
of h i s mythic s e n s i b i l i t y . 
Keats ' s b a l l a d s and medieval romances are a r ewor -
king of the t a l e s of r i t u a l o r i g i n s . Other poems e s p e c i -
a l l y , the one3 addressed to o r i n s p i r e d by Panny Brawne^ 
h i s be loved , present an i n t e r l o c k i n g of persona l psycho-
l o g i c a l impulses with mythical images, s t ruc tu r e s and 
archetypes . 
In t h i s chapter we s h a l l cons ider e i gh t r e p r e s e n t a -
t i v e poems. 
The Eye of St Agnes i s a medieval romance. Pinney 
de sc r i b e s i t as — 
a spontaneous express ion of genius sp r ing ing 
l i k e P a l l a s Athena f u l l grown from the f o r e -
head of the poet . 1 
The romantic treatment of e r o t i c f a n t a s y i s cons ide red to 
be a r e s u l t of h i s a s soc i a t i on with Fanny Brawn.^ Right 
f rom the beg inning Keats had been f a s c i n a t e d by l o v e -
l-GO 
theines. However, t h i s was the f i r s t poem that was i n s -
p i r e d by h i s own love a f f a i r . 
St. Agnes' Peast i s c e l e b r a t e d annual ly on January 
21. Keats de r i ved the in format ion , probab ly , f rom John 
Brand's Popular Ant i au i tes (18 13 edn.) — 
A Roman v i r g i n and martyr, who s u f f e r e d in 
the tenth persecut ion under the Emperor 
D ioc l e s i an A, D. 306. She was condemned to 
be debauched in the cominon stews b e f o r e 
her execut ion, but her v i r g i n i t y was mira -
cu l ous l y p reserved by l i gh tn ing and thunder 
from Heaven. 3 
According to t r a d i t i o n , v i r g i n s who f o l l o w e d c e r t a i n r i t e s 
on St . Agnes' eve, would see in a dream t h e i r f u t u r e hus -
bands on the same n ight . 
Kea t s ' s render ing of the romance i s in the Gothic 
mode. The chief e f f e c t s are atmospheric, c r e a t ed out of 
a s s o c i a t i v e magica l , mythical and supernatura l imagery. 
Porphyro l oves Madeline with whose c l an , h i s own 
has b i t t a r d i f f e r e n c e s . On the enchanted St. Agnes' 3ve, 
he undertakes a dangerous quest . He s e c r e t l y en te r s her 
a n c e s t r a l c a s t l e , f o l l o w s her o l d f a i t h f u l nurse Angela 
through mazes of co ld , tor tuous passages to her chamber. 
The l o ve r s consummate t h e i r union and then d i sappear , l i k e 
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Endymion and Cynthia, into the stormy n i gh t . 
The three opening stanzas desc r i be the penance of 
the o l d beadsman on the s a i n t ' s n ight in the chapel of the 
c a s t l e . The p o r t r a y a l of the o l d man i s t y p i c a l l y C h r i s -
t i a n whereas h i s r o l e i s a mythic archetype. He t e l l s h i s 
r o sa ry , says h i s prayers b e f o r e the V i r g i n ' s p i c tu r e — 
. . . and soon among 
Rough ashes sat he f o r h i s 
s o u l ' s r ep r i e ve . 
And a l l n ight , kept awake, f o r 
s inners ' sake to g r i e v e . 
( Stz. I I I . 11. 25-27 ) 
The o l d beadsman, l i k e Glaucus and Saturn, i s the f o i l 
cha r ac t e r . Through h i s l one l y , r i t u a l i s t i c p rayers he 
i s c a s t i ng out e v i l and thus extending e t h i c a l support to 
the quest of the younger man. In the context , prov ided 
by the myth of the seasonal c yc l e , h i s death on the same 
n ight i s necessary in o rder to preserve the nev/ cyc l e 
launched by the consummation of the union of Porphyro and 
Madel ine. The i n e v i t a b i l i t y of the beadsman's death i s 
prophecied in the f o l l o w i n g l i n e s — 
But no a l ready had h i s 
death b e l l rung. 
The j oys of a l l h i s l i f e 
were s a i d and sung; 
i-i.2 
His was harsh penance on 
St. Agnes' Eve. 
( Stz. I I I . 11. 22-24 ) 
The host of images of b i t t a r co ld , o l d age and impl ied 
death in these three stanzas suggest the c y c l i c a l c onc lu -
sion of one c a l e n d r i c a l year . 
L ike the seasons run t h e i r course r ep l a c ing one 
another, the ' s c u l p t u r ' d dead' of the chapel are subt ly 
r e p l a c e d by the ' c a r v e d ange ls , ever eage r - eyed ' of the 
dance h a l l . Madeline, the chaste and pure hero ine , i s 
among the gay dancers. She i s engrossed in her p lans f o r 
the r i t e s she i s to perform under ' w i n g ' d St. Agnes ' s 
S a in t l y C a r e ' . These r i t e s have been desc r i bed to her by 
' o l d dames' — 
They t o l d her now, upon 
St. Agnes' Eve, 
Young v i r g i n s might have 
v i s i o n s of d e l i g h t . 
And s o f t ador ings from 
t h e i r l oves r e c e i v e 
Upon the honeyed middle 
of the night 
If ceremonies due they 
d id a r i gh t ; 
As, suppe r l e s s to bed 
they must r e t i r e . 
And couch supine t h e i r 
beau t i e s , l i l y white, 
Nor look behind, nor 
sideways, but r equ i r e 
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Of Heaven with upward eyes 
f o r a l l they d e s i r e . 
( Stz. V I . 11. 46-54 ) 
In the meantime, her l ove r , "Young Porphyro, with 
hear t of f i r e " , comes ac ross the moors f o r a " s i gh t of 
Madel ine" . Porphyro i s a Greek name — i n f a c t the only 
Greek name in the e n t i r e poem. Keats mentioned Porphyrion 
ii^ Hyperion. Porphyrion was one of these T i tans who was 
"the brawniest in a s s a u l t " . The poet i s dec ided ly more 
sympathetic to Porphyro than he i s to Porphyrion f o r 
Porphyro i s a l lowed to be succe s s f u l in h i s quest . 
Porphyro ' s quest i s of a dangerous nature . His 
enemies are "more f a n g ' d than wolves and b e a r s " the 
p o e t ' s sympathies are with h i s hero, as i s e l a b o r a t e d in 
the f o l l o w i n g l i n e s — 
He ventures in — l e t no 
buzzed whisper t e l l . 
A l l eyes be muf f l ed , o r 
a hundred swords 
W i l l storm h i s heart , 
l o v e ' s f e v e r o u s c i t a d e l . 
( Stz. X. 11. 82-84 ) 
The only person who has 'any mercy' f o r him i s 'one o l d 
beldame' c a l l e d Angela . Angela, too, i s dest ined to d ie 
on t h i s e v e n t f u l n i ght . She i s desc r i bed as 
A poor, weak, p a l s y - s t r i c k e n 
churchyard th ing . 
Whose p a s s i n g - b e l l may ere 
the midnight t o l l I 
( St2. XVI I I . 11. 155-56 ) 
Angela r epresents the archetypa l nurse of the f e r t i l i t y 
munimings who b r i n g s up the c h i l d - s u b s t i t u t e of the King. 
The nurse a l so i n i t i a t e s the subs t i tu t e in the Gonsumma-
t i o n r i t e s that he has to perform with the Queen. Angela 
addresses Porphyro as 'my c h i l d ' and he looks at her 
l i k e an ' u r c h i n ' . She i s inves ted with the knowledge 
of the occu l t and she adv i ses him in the f o l l o w i n g words— 
Thou must ho ld water in a 
w i t ch ' s s i eve . 
And be l i e g e - l o r d of a l l 
the e l v e s and f a y s 
To venture so; 
( Stz. XIV. 11. 120-21 ) 
Having thus educated him, she l eads him through many 
dusky, mysterious g a l l e r i e s , reminiscent of Endymion's 
subterranean journey. F i n a l l y , she h ides him in a c l o s e t 
f rom where he has a v iew of Madel ine 's bed-chamber. 
Madel ine 's chamber i s a v a r i a t i o n of the r e g e n e r a -
t i v e green bower which i s the usual Keatsian s e t t i ng f o r 
the consummation of love — 
5 
A l l ga r l anded with carven 
imager le s 
Of f r u i t s , and f l o w e r s , 
and bunches of knot - g ra s s , 
( Stz. XXIV. 11. 209-10 ) 
The chamber, in i t s a r c h i t e c t u r a l mode, i s a s soc i a t ed with 
the lush vege ta t i on of Adonis ' s bower. The " sp l end id dyes" 
used on the "diamonded" panes are l i k e "the t i g e r moth's 
deep damask'd wings" reminiscent of the hovering cupids 
of Adon i s ' s bower in Endymion. Keats uses t h i s novel 
dev ice to b l end the medieval and the mythic elements, 
adding yet another dimension to h i s mythic v i s i o n . 
Madeline ente r s her chamber, ho ld ing a s i l v e r taper 
l i k e "a miss ioned s p i r i t " . In her innocence and pur i ty — 
' She seemed a sp l end id angel , newly dressed/ Save wings, 
f o r Heaven ' . She says her p rayers and then r e t i r e s to 
bed. The poet compares her s l eep ing from a ' m i s s a l ' in 
a pagan country . In Endymion the b r i d e had been a r e a l 
goddess but in The Eve the poe t ' s use of e x a l t ed r e l i -
g i ous metaphors to p r a i s e her suggests that he v i s u a l i z e s 
her as one. I t a l s o suggests that l i k e Endymion's love 
f o r Cynthia, her love f o r Porphyro i s not base . I t a l s o 
imp l i e s that the act which i s soon to be performed has 
sacred sanct ion. Madeline f a l l s into a 'wake fu l swoon' . 
t ' 6 6 
Her bed i s de sc r i bed as ' a s o f t and c h i l l y n e s t ' . The 
seasona l myth has been reversed . Ins tead of the hero, 
the maiden has f a l l e n a s l eep . 
Porphyro now prepares the a rchetypa l sacramental 
f e a s t . Angela, h i s o f f i c i a l t u t o r in the context of the 
myth, had s tored f o o d in the c l o s e t . Porphyro spreads a 
gorgeous banquet — 
Of candied apple , quince, 
and plum, and gourd 
With j e l l i e s soother than 
creamy curd. 
And lucent syrops, t i n c t 
with cinnarnon; 
Manna and dates , 
( Stz. XXX. 11. 265-68 ) 
Manna has d i s t i n c t B i b l i c a l a s s o c i a t i o n s . Endymion had 
f e a s t e d on manna from Syrian t r e e s . In ' La B e l l e Dame 
Sans Merci ' the knight was f e d on 'manna-dew'. The 
Dreamer in The F a l l ' a t e d e l i c i o u s l y ' the remains of 
a d i v ine meal. However, Porphyro ' s banquet i s not eaten. 
By prepar ing the banquet, the hero f u l f i l s the r i t u a l 
requirement of appeasing the f e r t i l i t y powers and invo -
king t h e i r b l e s s i n g s at h i s union with Madel ine, 
The next r i t u a l i s the waking of the s l e e p e r . 
Porphyro rouses Madeline from her symbolic winter s l e ep 
'And my love , my seraph f a i r awake ' . Madeline who i s 
• a s l e e p in l a p of legends o l d ' wakes. The union i s 
consuinmated. Porphyro now begs her to accompany him 
over ' che southern moors ' . 
The l o ve r s d i sappear in to the stormy n i gh t . 
Porphyro, l i k e Endymion, has passed the v a r i ous t e s t s 
and reached the end of h i s quest . On the same night the 
o l d beadsman and Angela d i e suggest ing that one cyc l e of 
the ancient seasonal r i t u a l s has come to i t s c a l e n d r i c a l 
end and has been supplanted by a new one symbolized by 
the union of Madeline and Porphyro. 
Porphyro has been t r e a t e d by gene ra t i ons of 
r e ade r s and c r i t i c s as Keats ' s negat ive hero . One c r i t i c s 
d e s c r i b e s him as — 
a young pagan r a v i s h e r with no r e g a r d f o r 
the r e l i g i o u s taboo he i s b reak ing . 4 
The mythic framework p ro tec t s him from t h i s condemnation. 
In t h i s context he becomes the archetypa l f e r t i l i t y god 
who redeems the Earth f rom i t s f r o z e n winter s l e e p and 
prov ides i t with v e g e t a t i o n a l abundance f o r another 
c a l e n d r i c a l year . 
The 3ve i s a b l end o? s p e c i f i c a l l y C h r i s t i a n and 
pagan mytho log i c i l e l e n « n t s . Keats d i scove r s intense 
and b e a u t i f u l p a r a l l e l s between Ch r i s t i an and pagan mytho-
logy . 
In a l e t t e r to Fanny Brawn, dated October 1819, 
Keats desc r i bed h i s own concept of r e l i g i o n — 
I cou ld be martyr 'd f o r my Re l i g i on — Love 
i s my r e l i g i o n — I cou ld die f o r that — I 
cou ld d ie f o r you. My Creed i s Love and you 
are i t s only tenet — You have r a v i s h ' d me 
away by a Power I cannot r e s i s t . . . . 5 
In love , Keats cou ld exper ience the kind of human f u l f i l -
ment that has convent iona l l y been termed as r e l i g i o n . 
Mythology a t t r a c t e d him with i t s whole spectrum of b e a u t i -
f u l and intense love exper iences , and thus became, f o r him, 
a source of r e l i g i o u s exper iences . Keats ' s b lending of 
mythical idiom with the Ch r i s t i an metaphors must not be 
d ismissed as simply a pass ionate r h e t o r i c a l f l i g h t because 
i t r ep resent s the succe s s f u l completion of the poe t ' s own 
quest f o r meaning in r e l i g i o n . 
I s a b e l l a , o r The Pot of BasiJ. i s a romantic expan-
sion of Boccaccio ' s n a r r a t i v e in Decameron. Keats de r i ved 
the story from the f i f t h novel of the f o u r t h day. 
I s a b e l l a , tha only daughter of a mercant i l e f a n i l y . 
i blJ 
has f a l l e n in love with a poor employee ' c a l l e d Lorenzo. 
Her two e v i l b ro the r s wishing her to marry someone of 
wealth, t r i c k Lorenzo in to going on a journey with them, 
murder him and bury him s e c r e t l y in a f o r e s t . Lorenzo 
comes to I s a b e l l a in a dream and desc r i be s the p lace where 
he i s bu r i ed . I s a b e l l a b r i n g s home h i s head and b u r i e s 
i t in a pot of b a s i l . Her b ro the r s s t e a l the pot . As a 
r e s u l t I s a b e l l a goes mad and her b ro the r s have to f l e e 
in to the dese r t . 
L ike Sndymion, I s a b e l l a a l s o f o l l o w s the seasonal 
c y c l e . The love story commences in May — 
A whole long nxDnth of May 
in t h i s sad p l i g h t 
Made t h e i r cheeks p a l e r 
by the break of June: 
( Stz. IV. 11. 254-56 ) 
The l o v e r s ' conversat ion a l s o conta ins the substratum of 
the f e r t i l i t y myth — 
Love, thou a r t l ead ing me 
from wintry co l d . 
Lady, thou l eades t me to 
sumrrer c l ime. 
And I must t a s t e the 
blossoms that un fo l d 
In i t s r i p e warmth t h i s 
g r ac i ous morning time. 
So sa id , h i s e rewh i l e 
t imid l i p s grew bo ld . 
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And pos ied with hers in 
dewy rime. 
Great b l i s s was with them, 
and g r ea t happiness 
Grew l i k e a lus ty f l o w e r 
in June's c a r e s s . 
( Stz. IX. 11. 65-72 ) 
Thei r love, along with the seasonal heat, reaches i t s £ u l l 
f l u s h in June. The romance concludes when I s a b e l l a d i s -
cove r s her l o v e r ' s corpse " In the mid-days of autumn" 
and then b r ing s the head home to bury i t in a pot of b a s i l . 
That Lorenzo i s to die i s i m p l i c i t in h i s utterances 
r i g h t from the beg inning . He t e l l s I s a b e l l a ' I cannot 
l i v e / Another night and not miy passion shr ive ' . In c h r i s -
t i an terms ' S h r i v i n g ' i s the sacrament of con fe s s i on and 
abso lu t ion . I s a b e l l a , l i k e Madeline, i s the pure and 
chaste woman. Lorenzo, l i k e Porphyro, imagines her to be 
' A seraph chosen from the b r i gh t abyss/ To be my spouse ' . 
Their love i s consummated in the archetypa l green 
bower — 
A l l c l o s e they met b e f o r e 
the dusk 
Had taken from the s t a r s 
i t s p leasant v e i l . 
Close in a bower of hyacinth 
and musk 
Unknown of any, f r e e from 
whispering t a l e . 
( Stz. XI. 11. 83-86 ) 
i / 1 
Concealed by a v e i l o€ dusk and performed by hyacinth and 
tnusk, the bower symbolizes the t r a d i t i o n a l seed-bed of 
nature . I t i s secret l i k e Cynth ia ' s jasmine-bower in 
Sndvmion. A l l of Keats ' s a rchetypa l v e g e t a t i o n a l symbo-
l i sm i s a s soc i a t ed with t h i s bower. 
I s a b e l l a , through her e r o t i c a s s o c i a t i o n s with 
Lorenzo assumes some of the aspects of the Great Goddess. 
The Great Goddess i s maternal as we l l as sensuous in her 
a s s o c i a t i o n s with the f e r t i l i t y god who i s both her son 
and her l o v e r . I s a b e l l a , too, has a double r e l a t i o n s h i p 
with Lorenzo. When she f i r s t f a l l s in love, the poet 
says her cheek — 
P e l l th in as a young mother 's , 
who doth seek 
By every l u l l to c o o l her 
i n f a n t ' s pain. 
( Stz, V. 11. 35-36 ) 
Love i n c u l c a t e s in Lorenzo ' t h e meekness of a c h i l d ' . When 
she l e a rns that he i s i aa i , she v i s i t s h i s g rave to sing 
him 'one l a t e s t l u l l a b y ' . And l a t e r when she has p lanted 
h i s head in a pot of b a s i l , she s i t s by i t , ' pa t i ent ar. a 
h e n - b i r d ' . She l eaves i t only f o r an occas i ona l v i s i t to 
the chapel and h u r r i e s back ' a s s w i f t / As b i r d on wing to 
b r e a s t i t s eggs a g a i n ' . 
i / I 
The Lorenzo w i l l d ie i s a fo regone conc lus ion in 
the s t ruc ture of the poem a l so . I s a b e l l a ' s e v i l b ro thers 
per form the r i t u a l k i l l i n g e a s i l y — 
So the two b ro the r s and 
t h e i r irurdered man 
Rode past f a i r F lorence, 
to where Arno's stream 
Gurg les through o t r a i t ened 
banks, and s t i l l doth f a n 
I t s e l f with dancing bu l rush , 
and the bream 
Keeps head aga inst the 
f r e s h e t s , s i ck and wan 
The b r o t h e r ' s f a c e in the 
f o r d d ie seem, 
Lorenzo ' s f l u s h with love . 
They passed the water 
Into a f o r e s t qu ie t f o r 
the s l aughte r . 
( Stz. XXVII. 11. 209-16 ) 
Lorenzo, being a mere mortal , cannot f i g h t dest iny . 
His murderers take him beyond the g u r g l i n g r i v e r into a 
s i l e n t f o r e s t . Water i s symbolic of the l i f e - p r i n c i p l e 
in Keat s ' s mythic v i s i o n and the green f o r e s t i s symbolic 
of r egenera t ion . The i l l - f a t e d man i s the h e a l t h i e s t o*^  
the three who reach the s e l ec ted spot. The use of ' S l a u g h -
t e r ' suggests the s a c r i f i c i a l r i t u a l . In ancient t r a d i t i o n 
the purest and most b e a u t i f u l of the herd v/as s a c r i f i c e d 
f o r tha appeasement of the de i ty . 
The autumnal part of the year sets in . The 
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' j r - a t h of w in t e r ' k i l l s a l l v ege ta t i on as i t p lays 'a 
roundelay of d e a t h ' . Lorenzo re turns to h i s ' widov. ' in 
T dreair and de sc r i be s h i s v e ge t a t i ona l g rave to her — 
Saying morever, I s abe l my sweet ! 
Red w h o r t l e - b e r r i e s drop above 
my head. 
And a l a r g e f l i n t - s t o n e weighs 
upon my f e e t ; 
Around me beeches and high 
chestnuts shed 
Their l eaves and p r i c k l y nuts; 
a s h e e p - f o l d b l e a t 
Comes from beyond the r i v e r 
to my bed : 
( Stz. XXXVIII. 11. 297-302 ) 
Lorenzo i s k i l l e d in the summer. However he cannot return 
u n t i l the winter , when p repara t ions f o r the launching of 
the new seasonal c y c l e are to be made. A lso , I s a b e l l a , 
must pass the t e s t of endurance, l i k e Sndymion and Porphyro, 
b e f o r e she can wake her s l eep ing consor t . 
Escorted by "an age i nurse" who i s symbolic of 
the o l d crone of the f e r t i l i t y mumminqs, she proceeds to 
the " linmal f o r e s t - h e a r s e " when ;5he reaches the grave, 
the vegetat ion -magic works on her and — 
Upon the murderous spot she 
seemed to grow. 
L ike to a nat ive l i l y of 
the d e l l — 
t- r i I h 
Then with her k n i f e , a l l 
sudden, she began 
The dig more f e r v e n t l y 
then misers can. 
( St2. XLVI. 11. 36 5-68 ) 
In the mythical context t h i s i s the exhumation of the 
f e r t i l i t y - d a e m o n . Upon t h i s r i t u a l depends the r e b i r t h 
of the vege t a t i on . There i s a host of maternal images 
in t h i s sec t ion . I s a b e l l a and her nurse " l a b o u r " f o r 
three hours at " t h i s t r a v a i l s o r e " . She f i n d s Lorenzo's 
mouldy g l ove — 
And put i t in her bosom, 
where i t d r i e s 
And f r e e z e s u t t e r l y unto 
the bone 
Those d a i n t i e s made to 
s t i l l and i n f a n t ' s c r i e s . 
( Stz. XLVII. 11. 372-74 ) 
Then she cuts o f f the head, and — 
In anxious secrecy they 
took i t home. 
And then the p r i z e was 
a l l f o r I s a be l . 
She calmed i t s w i l d h a i r 
with a gol'-fp^n m r b . 
And a l l around each eye 's 
s c u l p t u r a l c e l l 
Pointed each f r i n g e d l a sh . 
( Stz. L I . 11. 401-5 ) 
» ( -• t • i i J 
This i s the r i t u a l r e su r r e c t i on of the manhood of the 
l o v e r . The g r e a t e s t s e rv i ce of I s i s , the Egyptian rroon-
goddess, was to l oca to and tend to the c a s t r a t e d organ of 
O s i r i s . 
I s a b e l l a b u r i e s the head in a garden pot of ' sweet 
b a s i l , which her t e a r s kept over wet* . Now at l a s t the 
l o v e r s are uni ted and Lorenzo can * drink her t sa r s * as 
he had wanted to do at the beg inning of the romance. The 
b a s i l f l o u r i s h e s 'as by magic t ouch ' . I s a b e l l a ' s b ro the r s 
s t e a l the pot and they recogniae tha f a c e of Lorenzo — 
And so l e f t F lorence in a 
moment's space. 
Never to turn again. Away 
they went, 
With b l ood upon t h e i r heads, 
to banishment. 
( Stz. LX. 11. 478 -80 ) 
I s a b e l l a ' s b ro thers f a c e the exorcism usua l l y f a c e d by 
i n f i d e l s or worshippers of f a l s s gods . L ike s inners 
r e p e l l e d at the touch of a sacred th ing , they f l e e av/ay 
in to th3 dese r t . 
And so she pined, and so 
she d ied f o r l o r n 
Imploring f o r her b a s i l 
to the l a s t . 
( Stz. L X i : . . 11. 497-98 ) 
i /.o 
Both Madeline and I s a b e l l a are chaste and v i r tuous 
wor-en. These pure, v i r g i n a l a t t i t u d e s represent but one 
aspect of the Great Goddeos. In a s i n i s t e r s h i f t , the 
love goddess becomes the death goddess or the archetypa l 
young witch of Keats ' s poet ry . She i s c r u e l and scheming, 
a h a r l o t and a murderess. She l eads the hero into a 
f i e l d of demonic f o r c e s whore she ensnares him in a net of 
i l l u s o r y love and t h i s u l t imate l y r e s u l t s in the d e s t ruc -
t i o n of the hero . Lamia and the B e l l e Dam.e, the hero ines 
of the next two poems that we are going to d i scuss , r e p r e -
sent t h i s e v i l aspect of the goddess of many aspects . 
I I 
Keats de r i ved the story of Lamia f rom Robert Burton's 
The Anatomy of Jfe lancholY ( p a r t 3, Sec. 2, Mamb. 1st, sub. 
1st) . Burton r e l a t e s how Lycius , a young phi losophy s t u -
dent of Cor inth, met a ' phantasm' in the gu i s e of a beau -
t i f u l , young woman and how - -
'^he young man, a ph i losopher , o the rw i se 
s t a i d and d i s c r e e t , ab le to moderate h i s 
pass ions , though not t h i s o? love , t a r r i e d 
with her a whi le to h i s g r e a t content , and 
at l a s t marr ied her, to whose wedding ajrongst 
other gues t s cans ApoHonius , who by 3oire 
probab le con j ec tu r e s , found her out to be a 
serpent, a lamia; and that a l l her f u r n i c u r e 
)- f 
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was l i k e Tanta lus ' go ld , desc r i bed by Homer, 
no substance but mere i l l u s i o n . When she 
saw he r s e l f thus descr ibed , she wept, and 
de s i r ed Apo l lon ius to be s i l e n t , but he would 
not be moved, and thereupon she p l a t e , house 
and a l l that was in i t vanished in an instant .6 
The harsh c r i t i c i s m that Keats had r e ce i ved f o r h i s l oose 
coup l e t s in Endymion had made him seek the po l i shed 
coup l e t s of Dryden, recommended as a model by H a z l i t t . He 
s a i d — 
I intend to use more f i n e s s e with the Pub l i c . 
I t i s p o s s i b l e to wr i t e f i n e th ings which 
cannot be laugh 'd at in anyway. There i s no 
o b j e c t i o n of t h i s kind to Lamia. 7 
The poem beg ins with an int roductory ep isode set in a 
f o r e s t on the i s l a n d of Crete . The messenger-god, Hermes 
dur ing h i s search f o r an e l u s i v e wood nymph i s accosted by 
an unusual snake — 
She was a gord ian shape of 
dazz l ing hue. 
Ve rmi l i on - spo t ted , golden, 
green and b lue ; 
S t r iped l i k e a zebra, f r e c k l e d 
l i k e a pard. 
Eyed l i k e a peacock, and a l l 
crimson b a r r e d ; . . . 
( Bk. I . 11. 47-50 ) 
She had a woman's mouth in her ' J i r cean h e a d ' . She 
c la imed that she had made the nymph i n v i s i b l e and i f Harmes 
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would change her in to a woman's shape, by touching her 
with h i s caducean wand, she would once again make the nymph 
v i s i b l e . The dea l i s t r ansac ted . Her t rans fo rmat ion , 
r a t h e r Dantesque in i t s render ing , i s a p a i n f u l and hideous 
process — 
Her mouth foamed, and the 
g r a s s , therewith besprent . 
Withered at dew so sweet 
and v i r u l e n t ; 
Her eyes in t o r t u r e f i x e d , 
and anguish drear . 
Hot, g l a zed , and wide, with 
l i d - l a s h e s a l l sear . 
F lashed phospher and sharp 
sparks. 
The co lours a l l in f l amed 
throughout her t r a i n . 
She wr i thed about, convulsed 
with s c a r l e t pa in . 
( Bk. I . 11. 148 - 54 ) 
Hermes, a long with h i s nymph, d i sappears into the f o r e s t — 
Into the g r een - r e ce s sed 
woods, they f l e w ; 
Nor grew they pa le , as 
mortal l o ve r s do. 
( Bk. I . 11. 144-45 ) 
Hermes was famous f o r h i s amorous i n t r i g u e s . Keats uses 
t h i s episode, which does not occur in Bur ton ' s account, to 
suggest the pure ly amorous nature of L y c i u s ' s l i a son with 
Lamia. 
Lamia, appears in a v a l l e y near Cor inth. Now she i s 
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a ' v i r g i n purest l i p p ' d ' . Be fo re her metamorphosis, she 
had a Circean head and now she i s to p lay a Circean r o l e 
in the l i f e of Lyc ius . C i rce , in Endymion, had p r a c -
t i s e d b l a ck magic and had changed her l o v e r s into b ea s t s . 
In Lamia, a Circean snake assume the form of a woman. 
Lycius , i s serene " l i k e a young Jove" . He has a 
r a t i o n a l pu r i t y about him — 
His f an t a sy was l o s t , where 
reason f ade s . 
In the calmed t w i l i g h t of 
P l a t on i c shades. 
( Bk . I . 11. 235-36 ) 
Lamia t e l l s him that she f e l l in love with him on the 
n ight of " the Adonian f e a s t " in the temple of Venus. 
Thus e s t a b l i s h i n g a l i n k with the f e r t i l i t y goddess, she 
proceeds to ensnare him in her dangerous t r ap . Lycius i s 
enchanted and l i k e Endymion, he swoons in to a d e a t h - l i k e 
t rance of l ove . 'The Cruel Lady' — 
Pur her new l i p s to h i s , 
and gave a f r e s h 
The l i f e she had so t ang l ed 
in her mesh; 
And he from one t rance v/as 
wakening 
Into a n o t h e r . . . 
( Bk . I . 11. 295-97 ) 
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She now leads him to her ' p u r p l e - l i n e d pa lace of sweet 
s i n ' in Cor inth. On the way, they pass Apo l lon ius — 
With cur I ' d gray beard, sharp 
eyes, smooth b a l d crown. 
Slow s tepp 'd , and robed in 
ph i losoph ic gown : . . . 
( Bk. I . 11. 364-65 ) 
Lyc ius shrinks from him as ' t o n i g h t he seems/ The ghost 
of f o l l y haunting my sweet dreams' . 
Lamia con f ined Lycius in the pa l ace . He i s sepa-
r a t e d from ' a l l the congregated wor ld * . His ambition i s 
l o s t and h i s e a r l i e r r a t i o n a l pu r i t y i s r e p l a c e d by p l e a -
sures that are ruinous and pe rve r se . 
Sndymion the s e l f - d e s t r o y i n g e f f e c t of love 
had been i d e a l i z e d because he had loved the chaste and 
pure goddess who had f u rn i shed him with the energy to 
evo lve into an iminortal. In Lamia the same s e l f - d e s t -
roy ing e f f e c t becomes a th rea t to Lyc ius ' s i n t e l l e c t 
because h i s be loved i s a monsterous, incubus snake. The 
snake, more than any other b e s t i a l form, embodies a th rea t 
to the consc iousness because i t comes from the underground. 
Lycius d e s i r e s a marr iage with ' h i s paramour ' . A f t e r 
much r e s i s t a n c e . Lamia prepares f o r the nup t i a l f e a s t . She 
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conve r t s the banquet h a l l into a l e a f y g l ade . The sphe-
r i c a l t a b l e s have l e g s l i k e l eopa rd ' s paws and the g o b l e t s 
are made of pure g o l d . The i l l u s o r y nature of Lamia ' s 
love i s r e f l e c t e d in t h i s inve r s ion of the f e r t i l i t y r i t u a l . 
In t h i s i l l u s o r y green r ecess , l i f e i s going to be ann ih i -
l a t e d with ph i losophic t ru th . 
Apo l lon ius , Lyc iu s ' s ' t r u s t y gu ide and good i n s t -
r u c t o r ' comes un inv i ted to the f e a s t . Apo l l on ius in Lycius's 
s p i r i t u a l f a t h e r . Lempriere desc r i bed Apo l l on ius as — 
a Pythagorean ph i losopher , w e l l s k i l l e d in 
magic, and thoroughly acquainted with those 
a r t s which can c a p t i v a t e and aston ish the 
v u l g a r . . . he a sp i r ed to the name of the 
reformer of mankind. 8 
In Keats ' s poem, Apo l lon ius i s the pa t r i a r ch of a r a t i o n a l 
and masculine orthodoxy. 
The c i t i z e n s of Cor inth, who are the i n v i t e d gues t s 
at the nup t i a l f e a s t , are a ' g o s s i p r o u t ' . They a r r i v e 
'mazed cu r i ous and keen ' . Lamia serves them wine so 
tha t — 
When the wine has done i t s 
rosy deed. 
And every soul from human 
trammels f r e e d . . . 
( Bk. I I . 11. 209-10 ) 
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each guest w i l l be too i n t ox i c a t ed to r ecogn ize the 
i l l u s o r y nature of the f e a s t . However, the magic of the 
wine does not work on the wise Apo l lon ius and — 
The ba ld -head ph i losopher 
Had f i x e d h i s eye, without a 
tw ink le o r s t i r 
P u l l on the alarm'd beauty 
of the b r i d e . 
( Bk. I I . 11. 245-47 ) 
Lamia w i l t s and wi thers , her own eyes r e ce s s ing l i k e a 
snake ' s . Lyc ius c r i e s out in p r o t e s t but Apo l lon ius 
d ec l a r e s ' S h a l l I see the made a serpent ' s prey ? ' The 
' Spear of h i s gaze ' cu t s through her 'keen, c r u e l p e r -
ceant , s t i ng ing ' and Lamia van i shes b e f o r e the e n t i r e 
congregat ion — 
And Lyc ius ' arms were empty 
of d e l i g h t . 
As were h i s l imbs of l i f e , 
from that same n ight . 
On the high couch he 1 ay 1 — 
h i s f r i e n d s came round 
Supported him — no pu lse , 
o r breath they found. 
And in h i s marriage robe, 
the heavy body wound. 
( I I . 11. 307-11 ) 
The dramatic conc lus ion inves t s the scene with the solemn 
i n e v i t a b i l i t y of a Greek t ragedy . 
i Lc-
According to Robert Graves the Lairdae of Greece 
were b e a u t i f u l women who seduced and then sucked the b l ood 
of t r a v e l l e r s . In Ar is tophanes ' day, they were regarded 
as emissa r i e s of the T r i p l e Goddess Hecate. Hecate i s 
a s soc i a t ed with the lower wor ld and the n i gh t . She i s 
the queen of ghosts and magic and the p r o t e c t r e s s of 
enchanters and w i tches . Graves assumes that they ' had 
been the o r g i a s t i c p r i e s t e s s e s of the Libyan Snake-goddess 
g 
Lamia ' . Keats ' s adaptat ion and e l a b o r a t i o n of the myth 
i s a re-enactment of the archetypa l a t t r a c t i o n and menance 
of archaic f o r c e s and of consc ious r e s i s t a n c e to them. In 
a v a r i a n t treatment of the f e r t i l i t y theme, he de sc r i b e s 
the omnious outcome of such a l i a s o n . By surrender ing to 
charms of the snake-goddess, Lyc ius l o s e s h i s l i f e . The i r 
union r e s u l t s in decay and degenerat ion — 
The myrt le s ickened in a 
thousand wreaths. 
By f a i n t degrees , vo i ce , 
l u t e and p leasure ceased; 
A deadly s i l ence s tep by 
s tep increased . 
U n t i l i t seemed a h o r r i d 
presence there 
And not a man but f e l t the 
t e r r o r in h i s h a i r . 
( I I . 11. 26 4-68 ) 
Lyc iu s ' s death at the end of the poem symbolizes 
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h i s r e l e a s e from the denionic c l u t ches of e v i l . Apo l l on ius 
•the re former of man k ind ' exposes the b e s t i a l , p a r a l y -
zing l u r e of i l l u s o r y love and a l l ows h i s f o s t e r - s o n to 
escape into the p rec inc t s of death which r ep resent s the 
l o g i c a l con t inu i t y of the na tu ra l o r de r . 
C r i t i c s have d i f f e r e d wide ly over the poem's 
meaning and va lue . Some f i n d the symbolism a u t o b i o g r a -
p h i c a l , o the r s f e e l that i t i s an express ion of Keats ' s 
preoccupation with the des t ruc t i veness of love , and of the 
con t r a s t between the i l l u s o r y and the a c tua l . In i t s mythic 
format , the poem incorpora tes a l l these themes, when i t 
o f f e r s a p a r o d i s t i c treatment of the r ecur rent f e r t i l i t y 
theme. 
' L a B e l l e Dame Sans ^terci' by Keats and 'The Rime 
of the Ancient Mariner ' by Co l e r i dge are two of the most 
famous b a l l a d s of the Romantic pe r iod . The r ed i s cove ry 
of the t r a d i t i o n a l Eng l i sh and Scot t i sh f o l k - b a l l a d in the 
l a t e r ha l f of the e ighteenth century i s cons ide red to be 
an important landmark in the r e ac t i on aga ins t Augustanism 
which l ed eventua l l y to the Romantic movenent. The Rorrantic 
w r i t e r s pub l i shed c o l l e c t i o n s of b a l l a d s and a l s o wrote a 
number of new poems in the b a l l a d form. 
The t i t l e used by Keats ' L a B e l l e Dam.e Sans Merci ' 
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may be roughly t r a n s l a t e d as 'The b e a u t i f u l woman without 
mercy*. According to Leigh Hunt, Keats used the t i t l e of 
A l a in C h a r t i c r ' s poem ' L a B e l l e Dame Sans Merci ' ( 1424) }^ 
Keats probably knew the poem from the Engl ish t r a n s l a t i o n 
inc luded in the 1782 edn. of The Poe t i ca l Works of G e o f f r e y 
Chaucer. In The Eye he says of Porphyro that in order 
to wake Madeline — 
He p layed an ancient d i t t y , 
long s ince mute. 
In Provence c a l l e d ' L a B e l l e 
dame sans m e r c y . . . ' 
( Stz. 11. 291-2 ) 
The poem has a c i r c u l a r form e s t a b l i s h e d by the 
echoing of Stz. 1 at the end of the poem. This poem a l so 
f o l l o w s the seasonal c y c l e . The Knight meets the Ci rcean 
maid in summer. He de sc r i be s her as — 
F u l l b e a u t i f u l , a 
f a i r y ' s c h i l d 
Her h a i r was long, her 
f o o t was l i g h t . 
And her eyes were w i l d . 
( Stz. IV. 11. 14-15 ) 
The d e s c r i p t i o n of the love encounter i s e x q u i s i t e l y 
romantic . The Knight -at -a rms , who i s the i d e a l f i g u r e of 
a man of act ion , weaves ga r l ands and b r a c e l e t s f o r the 
b e a u t i f u l w i l d maid. She o f f e r s him the r i t u a l f e a s t ~ 
i CO 
She found me roo t s of 
r e l i s h sweet 
And honey w i l d and 
manna dew 
And sure in language 
strange she sa id , 
« I l ove thee t r u e " . 
( Stz. V I I . 11. 25-28 ) 
L ike Lamia, she ensnares the Knight in a web of sensual 
i l l u s i o n . She l eads him ' t o her e l f i n g r o t ' which i s 
reminiscent of Lamia 's ' p u r p l e l i n e d pa lace of s i n ' and 
here she ' l u l l s ' him into a deep s l e ep and thus makes 
him her ' t h r a l l ' . To the Knight i t seems that only a 
day has passed, but i t i s autumn when he wakes ""'on the 
c o l d h i l l s i d e " . The season of the year i s i n d i c a t e d 
through a s s o c i a t i v e imagery — 
The sedge has wi thered 
from the lake 
And no b i r d s sing 1 . . . 
The s q u i r r e l ' s granary 
i s f u l l . 
And the h a r v e s t ' s done. 
( Stz . I , 11. 3-4, Stz . I I , 11. 7 -8 ) 
On that c o l d h i l l s i d e , the Knight has a s i n i s t e r 
dream. He dreama of pa le Kings, pr inces and w a r r i o r s who 
g=ape s k e l a t a l l y in the gloom and t e l l him that they too 
had been enchanted by the B e l l e Dame and then k i l l e d a f t e r 
the rapturous exper ience . This g h o j t l y v i s i o n of the 
i' fin I 
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cha rne l house l e aves the Knight unnerved and Impotent. 
The poet e x t a b l i s h e s an i d e n t i t y between the f a l l of the 
year and the phys ica l dec l ine of the Knight — 
I see a l i l y on thy brow 
With anguish moist and 
f e v e r dew 
And on thy check a 
f a d i n g ro se 
Past w i thereth too . 
( Stz. I l l , 11. 9-12 ) 
The w i l l of the Knight has been broken with h i s b r u t a l 
awakening and he cannot resume h i s o l d l i f e . 
In the p o r t r a y a l of the B e l l e Dame Keats may have 
been i n f l u e n c e d by Spenser ' s f a t a l enchantress Phaedr ia 
in F a i r i e Queen, Phaedria i n v i t e d the Knight Cymochiles 
to her l i t t l e boat , dressed h e r s e l f in g a r l ands , sang 
enchant ing ly to him and then put him to s l e e p with h i s 
head on her l ap . F i n a l l y she marooned him on an i s l a n d . 
Robert Graves i d e n t i f i e s a p a r a l l e l between Kea t s ' s poem 
and the f o l k b a l l a d of 'Thomas the Rhymer'. Thomas was 
taken by the Queen of Elf land on her mi lk -whi te horse to 
a b e a u t i f u l garden. She f e d him on bread and wine and 
l u l l e d him to s l e e p and gave him the g i f t of poet ic 
i n s i g h t . Piowever, she warned him that he may be the 
v i c t im of a Sabba t i c a l s a c r i f i c e going to h e l l by the road 
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that ' l i e s out owr yon f r o s t l y f e l l ' . Graves i d e n t i f i e s 
the ' c r o s t y f e l l ' with K e a t s ' s ' J o l d h i l l s i d e ' . He 
f u r t h e r suggests that the B e l l e Dans i s the hag Death, one 
of the t r i p l e forms of the 'White Goddess ' . Keats 's b r o -
the r Tom had d ied of consumption f ew months e a r l i e r . Graves 
f e e l s that the B e l l e Dame s p e c i f i c a l l y r ep resent s the 
p lague t u b e r c u l o s i s which l eaves ' anguish moist and f e v e r 
12 dew* on the brow of i t s v i c t im . 
In terms of the mythic v i s i o n , ' L a B e l l e Dame Sans 
Merci ' i s simply another metaphor f o r the darker aspects 
of the Great Goddess. The exqu i s i t e rapture of ru inous 
sensual a l lurement i s an a r t i c u l a t i o n of the s e l f - d e s t r u c -
t i v e p sycho log i ca l impulse ever present in the human mind. 
B i r th , love and death represent the c o n t i n u i t i e s of the 
na tu r a l o rde r . However the concept of i l l u s o r y love and 
the v i s i o n of death as complete ann ih i l a t i on suggests the 
presence of hurd les in the path of the i d ea l man. The 
mystery that shrouds the f i g u r e of the B e l l e Dame, suggests 
an o b s c u r i t y of errotional a t t i t ude a l so i d e n t i f i a b l e in 
some of Kea t s ' s l e t t e r s . In a l e t t e r to Ba i l ey , he de s -
c r i b e d t h i s a t t i t u d e as a ' g o r d i a n comp l i c a t i on ' — 
I am c e r t a i n I have not the r i g h t f e e l i n g 
towards -Jomen... ./hen air.ong Men I have 
no e v i l thoughts, no malice, no s p l e e n . . . 
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When I am among Women I have e v i l thoughts, 
mal ice , s p l e e n . . . You must be c h a r i t a b l e 
and put a l l t h i s p e r v e r s i t y to my be ing 
d i sappo inted s ince Boyhood — Yet with such 
f e e l i n g s I am happier alone among Crov;ds of 
men, by myself or with a f r i e n d or t w o . . . , 
I must ab so lu t e l y get over t h i s — but how ? 
The only way i s to f i n d the root of e v i l and 
so cure i t "with backward mutters of d i s s e -
ve r ing Power". That i s a d i f f i c u l t th ing ; 
f o r an ob s t ina t e P r e j u d i c e can seldom be 
produced but from a gord ian compl icat ion of 
f e e l i n g s , which must take time to unrave l 
and ca re to keep un rave l l ed . 13 
Keats ' s romances are the 'backward mutters of d i s s e r v i n g 
power ' on t h i s gord ian compl icat ion . His romantic h e r o -
ines are the v a r i ous p r o j e c t i o n s of i t . In the b a s i c 
mythical p lo t they represent the many aspects of the mother 
f i g u r e whose maternal p r i n c i p l e b inds mankind to the e v e r -
r e v o l v i n g wheel of t ime. 
I l l 
K e a t s ' s medieval romances represent the p o e t ' s 
n o s t a l g i a f o r the pas t . They are t a l e s of l o v e r s of long 
ago, set in the b e a u t i f u l Renaissance F lorence , in the 
ancient Cor inth, in a f e u d a l c a s t l e and in the enchanted 
f a i r y wor ld of white studs and romantic knights where t rue 
l o v e r s achieve an e t e r n i t y of b l i s s and the f a l s e s u f f e r 
a l i e n a t i o n , impotence and even death. So deep was Keats ' s 
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preoccupation with these romantic archetypes that he t r a n s -
ported them into h i s own s i t u a t i o n . In the poems addressed 
to/ or i n s p i r e d by Fanny Brawn the same mot ivat ions are 
seen at work, Panny i s c a s t as a cha rac tc r in h i s l a r g e r 
mythical p l o t . She subt ly b lends with the Great Goddess 
and assumes at t imes her bene f i c en t and at other t imes her 
c h i l l i n g aspects . Keats becomes sometimes her votary and 
sometimes her ' t h r a l l ' . 
Keats f i r s t met Fanny Brawn in September 1818. 
The Brawns had rented Char les D i l k e ' s house. At a l a t e r 
s tage , he t o l d her "the very f i r s t week I knew you I 
wrote myself your v a s s a l " . 
The sonnet 'As Hermes once took to h i s f e a t h e r s 
l i g h t ' de sc r i be s a love dream a s soc i a t ed with Fanny Brawr. 
Kea t s ' s d r a f t appears in In fe rno I of the copy of Ga ry ' s 
Dante which he presented to her . In the j ou rna l l e t t e r 
of 14 February - 3 May 1819 Keats de sc r i bed h i s ac tua l 
dream — 
The dream was one of the most d e l i g h t f u l 
enjoyments I ever had in my l i f e — I 
f l o a t e d about the wh i r l i ng atmosphere as 
i t i s de sc r i bed with a b e a u t i f u l f i g u r e to 
whose l i p s mine were j o ined as i t seem'd 
f o r an age — and in the midst of a l l t h i s 
co ld and darkness I was warm — even f l o w e r y 
t r ee tops sprung up and we r e s t e d on them 
I ; . ! 
sometimes with the l i g h t n e s s of a c loud 
t i l l the wind b lew us away again — I 
t r i e d a Sonnet upon i t — there are f o u r -
teen l i n e s but nothing of what I f e l t in 
i t 0 that I cou ld dream i t every n i g h t — 
In the poem he says — 
Pa le were the sweet l i p s I saw. 
Pale were the l i p s I k i s s ' d , 
and f a i r the form 
I f l o a t e d with, about the 
melancholy storm. 
( 11. 12-14 ) 
The d ream- f i gu re i s v i s u a l i z e d as a goddess inves ted with 
sec re t knowledge and bound by d i v ine c h a s t i t y . 
•To Panny ' expresses the confused i n t e n s i t y of 
Kea t s ' s f e e l i n g s f o r Panny. Keats expresses a f e a r that 
h i s poet ic ambition and pass ion f o r Panny are at va r i ance . 
This was the problem f a c e d by Endymion in the Indian-Maid 
ep isode where he desc r i bed her as h i s ' e x e c u t i o n e r ' who 
' s t o l e n hatch away the wings wherewith I was to t op the 
heaven ' . Lycius a l so had the same problem when he was 
ensnared in Lamia ' s ' p u r p l e - l i n e d pa lace of s i n ' and 
unable to i n t e r a c t f r e e l y with men. There i s a r u e f u l 
element in Keats ' s emotional surrender — 
What I can do to d r i v e away 
Rememberance from my eyes 
f o r they have seen. 
1 I — 
Aye^ an hour ago, my 
b r i l l i a n t Queen 1 
Touch has a memory. 
Oh, say, love , say, 
What can I do to k i l l 
i t and be f r e e 
In my o l d l i b e r t y ? 
( 11. 1-6 ) 
• l i b e r t y ' r ep resent s h i s c r e a t i v e a c t i v i t y . In h i s 
e a r l i e r poetry, the hero ine was i d e n t i f i e d -with the Muse, 
In Endymion Cynthia was the empyreal Hase who promised 
to teach the hero the poetry of cosmic essence. In the 
romances, the Mise was r e p l a c e d by the sensual witch who 
e i t h e r k i l l e d him o r l e f t him impotent and purpose l e s s in 
a bar ren land. Through h i s emotional a s soc i a t i on with 
Panny, the problem appears in Keats ' s own l i f e . Panny now 
appears as the Circean enchantress of the poems w ie ld ing 
a c r u e l and dangerous power through her beauty . In a 
l e t t e r to her , Keats wrote — 
Why may I not speak of your Beauty, s ince 
without that I cou ld never have l o v ' d you 
— I cannot conceive any beg inning of such 
love as I have f o r you but Beauty. There 
may be a sor t of love f o r \,»/hich, without 
the l e a s t sneer at i t , I have the h ighes t 
respect and can adniire i t in o the r s t but 
i t has not the r i chness , the bloom, the 
f u l l form, the enchantment of love a f t e r 
my own hea r t . So l e t me speak of your 
Beauty, though to my own endangering; i f 
you cou ld be so c r u e l to me as to t r y 
e lsewhere i t s Power. 15 
i W w" 
In 'Ode to Fanny' Keats uses the image of the r i t u a l 
f e a s t that he has used in h i s poems — 
Let none pro fane my Holy 
See of love . 
Or with a rude hand break 
The sacramental cake; 
( S t z . V I I , 11. 51-53 ) 
In the same poem he i s a d i s t r aught and posses ive 
l o ve r — 
Who now, v/ith greedy looks , 
e a t s up my f e a s t ? 
What s t a re o u t f a c e s now 
my s i l v e r moon ? 
Ah, keep that hand unravished 
at the l e a s t ; 
Let , l e t , the amorous burn. 
But, p r i thee , do not turn 
The cur rent of your hear t 
from me soon. 
On, save, in cha r i t y , 
The quickest pulse f o r me 1 
( Stz . I l l , 11. 17-24 ) 
The same sentiment i s expressed in another l e t t e r to h e r — 
How have you p a s s ' d t h i s month ? Who have 
you s m i l ' d with ? A l l t h i s may seem savage 
in me. You do not f e e l as I do — you do 
not know what i t i s to l o v e . . . . Do not wr i t e 
to me i f you have done anything t h i s month 
which i t would have pained m-e to have s e e n . . . . 
I cannot l i v e without you, and not only you 
but chaste you, v i r t uous you. 16 
Keats made a v a l i a n t e f f o r t to d i s tance himself from 
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Panny. He wrote a ' Z l i n t - w o r d e d l e t t e r ' to her from 
Winchester where he con fe s sed that he cou ld see her only 
' chrouqh a mist ' and that he was • e j « : e s s i v e l y un l ove r -
l i k e and unga l l an t ' — 
I cannot h e l p i t — I am no o f f i c e r in 
yawning quar te r s ; no Parson - romeo . . . I can 
no more use soothing words to you than i f 
I were at t h i s moment engaged in a charge 
of Cava l ry — 17 
Hoivever, he soon r e a l i z e d that h i s involvement was 
too intense and too overwhelming to be i gnored . The sonnet 
' I c ry your Mercy, p i t y , love ' expresses h i s complete 
sur render to l ove . His l e t t e r of 19th October 1819, 
w r i t t en to Panny, p a r a l l e l s the i n t e n s i t y of pass ion — 
I sho C'^ J I d l i k e to c a s t the d ie f o r love 
or death — I have no Pat ience with anything 
e l s e — i f you ever intend to be c r u e l to TPP 
as you say in j e s t now but perhaps may some-
times be in earnest be so now — and I w i l l 
— my mind i s in a tremble , I cannot t e l l 
What I am w r i t i n g . 18 
In the sonnet, the poet r e q u i r e s the '^/hole' and ' a l l ' , 
dov/n to the l a s t ' a tom's atom' of her body and sou l . This 
i s a f r a n t i c demand f o r a God - l i ke monopoly over her . If 
she does not com.ply, he threatens to die — 
Or l i v i n g on perhaps, your 
wretched t h r a l l . 
1.S5 
Forget , in the mist of 
i d l e misery. 
L i f e ' s purposes — the 
p a l a t e of Jny mind 
Losing the gust , and 
my ambition b l i n d \ 
( 11. 11-14 ) 
The l a s t l i n e s r e s t r u c t u r e the archetypa l image of the 
i s o l a t e d , a l i e n a t e d and impotent t h r a l l of the e v i l goddess 
who g i v e s l i f e only to g i v e death. 
Destiny intended no outcome f o r t h i s romance except 
i t s terminat ion through death. Strange ly enough t h i s i s 
what Keats, too, unconsciously d e s i r e d — 
I have two l u x u r i e s to brood over in my 
walks, your Love l ines s and the hour of my 
death, 0 that I cou ld have possess ion of 
them both in the same minute. I hate the 
world; i t b a t t e r s too much the wings of my 
s e l f - w i l l , and would I cou ld take a sweet 
poison from your l i p s to send me out of i t . 
When he went to I t a l y he wrote to Brown ' I f I had any 
chance of recovery , t h i s pass ion would k i l l me' . 
K e a t s ' s i n t e n s i t y of passion f o r Panny seems to be 
an overv/helming unconscious obses s i on . The darker aspect 
of the Great Goddess seemed to extend to h i s own l i f e as 
i t drew to a c l o s e . His own l o v e - a f f a i r too seemed to 
correspond with the mythic mode he used f o r h i s poet ry . 
Prom what i s known of Fanny Brawn, she was a she l t e r ed 
and w e l l - b r e d g i r l and not promiscuous as K e a t s ' s l e t t e r s 
p r o j e c t her to be. 
The f o l l o w i n g fragment i s t r e a t e d by some c r i t i c s 
as K e a t s ' s f i n a l address to Panny Brawn. The be loved , 
in these l i n e s i s , d i r e c t l y accused of being her l o v e r ' s 
murderer, — 
This l i v i n g hand, now 
warm and capab l e 
Of earnest g rasp ing , 
would, i f i t were co l d 
And in the icy s i l e n c e 
of the tortib. 
So haunt thy days and 
c h i l l thy dreaming n i ghts 
That thou would wish 
th ine own hear t dry of b l ood 
So in my ve ins r ed l i f e 
might stream again. 
And thou be consc ience -
caimed. See here i t i s — 
I ho ld i t towards you. 
I t i s i n t e r e s t i n g to note that K e a t s ' s mythic 
v i s i o n was so deeply i ng ra ined in h i s psyche that i t , at 
t imes, cou ld i n f l u e n c e even h i s persona l l i f e . He sought 
the Great Goddess in h i s be loved . Panny, being a mere 
morta l , f e l l short of h i s requirements and thus caused 
much pain and heartache to him. 
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CHAPTER VI 
The V iew less Wings of Poesy' 
Ode to Psyche 
Ode to A N i gh t inga l e 
Ode on A Grecian Urn 
Ode on Melancholy 
Ode on Indolence 
Ode to Autumn. 
1 ys 
In the landscape of h i s poetry , the odes of Keats 
mark the h ighest po int . The poeirs are r red i tat ive , combi-
ning a v a r i e t y of moods and a l so the P indar ic and Horat ian 
e lements .^ They are not r e s u l t s of any concrete p r og -
ramme but a re l i nked together by a c e r t a i n phi losophy that 
mani fes t s i t s e l f in each of the odes . Quest f o r t h i s 
phi losophy l eads the poet to mythology. Within i t he 
d i scove r s the h ighest man i f e s ta t ions of ' b eauty ' and 
u l t ima te l y of ' t r u t h ' . 
In ancient times, the ode was a chora l form, p ro -
v i d i n g a dramatic musical s e t t ing f o r the r i t u a l or hero ic 
t h e a t r e . The d i v i s i o n s of the chorus answered each other 
in strophe, a n t i - s t r o p h e and epode as they prov ided a 
commentary to some act ion being c a r r i e d out s imultaneously 
at the a l t a r o r on the stage . We may observe that the 
ode incorpora tes the inherent cantatory charac te r and 
magical intent of the pr imord ia l r i t u a l s and thus prov ides 
Keats with the p e r f e c t means of developing h i s mythic v i s i c r 
in poetry . 
The poets of the Romantic Reviva l e xh i b i t ed a f i r m 
b e l i e f in i n d i v i d u a l i t y , s u b j e c t i v i t y and the ego. Contrary 
"ico 
t o t h i s p r e v a i l i n g mood, Keats possessed a u n i v e r s a l 
v i s i o n . He r e j e c t e d the myth of the g o d - l i k e ' I ' and 
the r e s u l t i n g s e l f - a s s e r t i v e poetry . He put f o rwa rd 
h i s doct r ine of Negat ive C a p a b i l i t y . In f luenced in t h i s 
capac i ty by Shakespeare, he c la imed that the s e l f and the 
p r e j u d i c e s of a poet should be ann ih i l a t ed and he should 
be capab le of en te r ing in to and express ing the thoughts of 
o ther men and be ings . Armed with t h i s v i s i o n Keats cou ld 
f u l l y understand and apprec ia te the constant and continuous 
rhythms of human behaviour that are recorded in mythology. 
This understanding i n s p i r e d a profound, sympathetic v i s i o n 
of Man and the Universe . 
' Ode to Psyche' i s the only one of the major odes 
that i s based on a myth. Keats f i r s t encountered the 
myth in Mrs T i ghe ' s a l l e g o r i c romance Psyche. He a l so 
read .Villiam Ad l ington ' s t r a n s l a t i o n of Apu le ius ' s Golden 
Ass which conta ined the ancient form of the myth.^ 
Psyche g r e a t l y a t t r a c t e d Keats. She embodied beauty, 
s t r ugg l e , s u f f e r i n g and a l so achievenent. Re f e r r ing to 
the ode, Keats wrote to George in the j ou rna l l e t t e r of 
14th February - 3rd May 1819 — 
You must r e c o l l e c t that Psyche v/as not 
embodied as a goddess b e f o r e the time of 
Apul ieus ( s i c ) the P l a t on i s t who l i v e d 
tul 
a f t e i r ( s i c ) the Agustan ( s i c ) age, and conse-
quently the Goddess was never worshipped or 
s a c r i f i c e d to with any of the ancient f e r vou r 
— and perhaps never thought of in the o l d 
r e l i g i o n — T am more orthodox that ( s i c ) to 
l e t a hethen ( s i c ) Goddess be so neg lected . 3 
The story of Psyche was the p e r f e c t means of 
communication of h i s ideas . The s u f f e r i n g , and heroism 
of Psyche cou ld meet the demands of h i s phi losophy. So 
much so, that in o rder to show h i s apprec ia t ion , he decided 
to reward her . By now, he had r e a l i z e d that the e v i l in 
hurran nature was inherent and necessary and was the cont -
r i b u t i o n of the e g o t i s t i c i n s t i n c t s . The range of h i s 
Negat ive C a p a b i l i t y had to be extended. E a r l i e r he had 
opted f o r t o t a l d i s i n t e r e s t ednes s as aga inst the e g o t i s t i c 
' I ' . Now, however, he r e a l i z e d that the i n s t i n c t of man 
inc luded both. And he could see beauty in a l l i n s t i n c t i v e 
phenomena and impulses. He cou ld bear the t ru ths of l i f e 
even when conf ronted by greT.tly p a i n f u l exper i ences . Also 
he cou ld l oca te beauty wi th in them. By d i scover ing a 
s i m i l a r archetype of t h i s phi losophy in the myth of Cupid 
an l Psyche he achieved a wholeness broaaht about by the 
f u s i on of the two domains — the mytholoqica l and the 
i n t e l L a c t u a l . 
The myth desc r i be s Psyche as the most b e a u t i f u l of 
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the three daughters o£ a c e r t a i n k ing . Venus, j e a l o u s 
of her, sent Cupid to punish her by causing her to f a l l in 
love with some ugly monster. However, she was so r a v i -
sh ing ly b e a u t i f u l that Cupid himself f e l l in love with her 
and with the he l p of Apo l lo and the West wind, he took her 
away to an enchanted pa lace where he v i s i t e d her s e c r e t l y 
and made her promise never to see h i s f a c e . Psyche ' s 
wicked s i s t e r s came to v i s i t her and persuaded her that 
her l ove r was a cann iba l monster. T e r r i f i e d Psyche broke 
her promise that n ight by l i g h t i n g a lamp to see h i s f a c e . 
A hot drop of o i l f e l l on him and waking up, he l e f t her 
in anger. Psyche, too, l e f t home in search of him. Venus 
set her to many imposs ib le t a sks . She asked her , f i r s t 
of a l l , t o so r t out a l a r g e heap of v a r i ous g r a i n s b e f o r e 
n i g h t f a l l . The ants took p i t y or her and completed the 
t a sk f o r her . Another task was to f e t c h water from an 
i n a c c e s s i b l e f oun ta in . A f r i e n d l y e ag l e completed t h i s 
t a sk f o r her . F i n a l l y , she had to go down to Hades to 
b r ing a casket of beauty from Persephone. 3he had almost 
completed t h i s when c u r i o s i t y got the b e t t e r of her and 
3ha opened the casket . I t did not conta in beauty but a 
deadly s l e ep which overcame her . This i s where Cupid 
found her . V^ith the permission of Zeus, he r e v i v e d ner 
and married her . 
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Cupid represents the f u s i on of the good and the bad 
i n s t i n c t s . He c a r r i e d o f f Psyche. A p o l l o ' s Delphic 
Oracle had a d v i s e i Psyche 's f a t h e r to dress her as a b r i d e 
ana leave her on a lone ly h i l l - t o p . The promise was 
marr iage . However, Cupid d id not f o rma l l y marry her . 
Later on, he rescued her from the r evenge fu l c lu tches of 
Venus and married her . Venus represents the e g o t i s t 
whose v i s i on i s l im i t ed by s u b j e c t i v i t y . F i n a l l y , Psyche 
represents s t rugg l e , pat ience and the a b i l i t y to confront 
g r e a t l y p a i n f u l exper iences . She a l so represents the 
evo lut ion of the human soul . At t h i s point , the poet 
ente r s the myth and through the agency of 'Ode to Psyche' 
s t r i v e s to d e i f y her and thus reward her. 
Keats consu l ted Lempiere 's C l a s s i c a l D ict ionary 
where the meaning of Psyche i s exp la ined in the f o l l o w i n g 
words — 
The word s i g n i f i e s ' the sou l ' and t h i s 
p e r s o n i f i c a t i o n of Psyche, f i r s t mentioned 
by Apul ieus , i s consequently po s t e r i o r to 
the Augustan age, though i t i s connected 
with anci^-nt mythology. 4 
Keats, however, v i s u a l i z e s her as a b e a u t i f u l l o v e -
goddess and wants to c e l eb r a t e her union v/ith the love -god 
Cupid. 
The ode beg ins with the p o e t ' s v i s i o n of the l o ve r s 
at a moment r i c h in exper ience . The nx)inent i s s i g n i f i c a n t 
because i t captures the beauty and the depth of t rue love 
and a lso the peace of f u l f i l m e n t . The trauma and the 
t r i a l s a re over and the two l o ve r s have been un i ted . A 
f u t u r e f u l l of happiness and promise l i e s b e f o r e them. The 
opening s a l u t a t i on ' 0 , Goddess' l ays the foundat ion of 
a mytholog ica l scene. The poet i s in h i s c h a r a c t e r i s t i c 
t r a n c e - l i k e s t a t e — 
Surely I dreamt today, 
or d id I see 
The winged Psyche with 
awakened eyes ? 
( 11. 5-6 ) 
This in-between s t a t e exc ludes a l l h i s persona l p r e j ud i c e s , 
f e e l i n g s and emotions, and makes h i s presence unobtrus ive . 
I t a l s o g i v e s the v i s i o n a dream- l ike q u a l i t y that g i v e s 
him the l i c ence to add to e x i s t i n g mythology. I t a l s o 
a l l o w s the poet to t ranscend the l i m i t s of Time and t r e s -
pass into the land of the gods. He i s now walking in a 
f o r e s t , which l i k e every other Keatsian r f jcess , i s r i c h In 
the lushness of f o l i a g e and blossoms — 
In deepest g r a s s , beneath 
the whisper ing roof 
Of l eaves and trembled 
blossoms, vhere there ran 
A b rook le t , scarce esp ied 
Mid hushei , c o o l - r o o t e d f l o w e r s , 
f r a g r a n t - e y e d . 
Blue, s i l v e r white and ioudded 
Tyr ian, 
They lay ca lm-breath ing on the 
budded g r a s s ; 
( 11. 10-15 ) 
Nature, love, poetry and myth i n t eg r a t e t o c r e a t e a p i c -
tu r e of f r e shness , beauty, r i p enes s and f e r t i l i t y . The 
green r eces s r ep re sen t s the a rchetypa l seed-bed. Here 
Keats, as Psyche ' s p o e t - p r i e s t , w i l l administer the 
f e r t i l i t y r i t u a l s . He takes on the hero ic r o l e with 
s i n c e r i t y . 
The v i s i o n of t h i s t rue love proves t o be a v i s i o n 
of t ru th i t s e l f f o r Keats. True love r a t ed high with him-
I am c e r t a i n of nothing but of the h o l i n e s s 
of the h e a r t ' s a f f e c t i o n s and the t ru th of 
the imagination - \"Jhat the imagination 
s e i z e s as Beauty must be t ru th - whether i t 
e x i s t e d b e f o r e or n o t . . . . The imagination 
may be compared to Adam's dream - he awoke 
and found i t t ru th . 5 
Through t h i s imaginat ive r e c r e a t i on of mythology, he 
d i s cove r s a v i s i o n of pur i ty and t ru th . 
The v i s i o n i s analysed f u r t h e r when he r ecogn izes 
' t h e winged boy' as Cupid. He i s now enraptured by the 
beauty o€ Cup id ' s companion 'But who was thou, 0 happy, 
happy dove ? ' The dove i s one of the b i r d s be loved of 
Aphrodite . Psyche seems him to bo the ' l o v e l i e s t v i s i o n 
f a r / Of a l l Olyirpius 's h i e r a r c h y ' . Like Apo l lo , the young 
god, de f ea ted the o l d e r generat ion of gods with h i s match-
l e s s beauty, so Psyche l eaves behind the b e a u t i f u l Phoebe 
and Vesper with hers . Psyche 's beauty i s the coherent 
f u s i o n of s t rugg l e , exper ience , wisdom and p u r i t y . The 
pain and t r oub l e of l i f e has g iven her a unique i d e n t i t y . 
Now, Psyche has passed the t e s t of the ' V a l e of 
Soul Making' , and has achieved a ' schooled ' i d e n t i t y or 
in mytholog ica l terms the p o t e n t i a l of d i v i n i t i e s . She has 
l e d Keats onto expanded consc iousness regard ing human i n t e -
l l e c t . Thus mythology has c r e a t e d with in Keats a kind of 
rena i ssance o r a reawakening of consc iousness about va lues 
that had with time f aded and diminished. Not only does 
he exper ience t h i s consc iousness with her but he a l so t r i e s 
to act in accordance with t h i s exper ience . Armed with t h i s 
i l l u i r i na t i on , he laments the f a c t that such an except icnn l 
goddess i s b e r e f t of the \/orship and adorat ion of the pious 
men of ancient yea r s — 
. . . t e m p l e thou hast none. 
No a l t a r heaped with f l o w e r s ; 
Nor v i r g i n -choi r to make 
d e l i c i o u s i roan. . . 
No shr ine , no g rove , no 
o r a c l e , no heat 
Of pale-mouthed prophet 
dreaming. 
( 11. 28-35 ) 
He once aga in yea rns f o r the Golden Age when ' h o l y were 
the haunted f o r e s t boughs/ Holy the a i r , the water , the 
f i r e . ' 
I t i s too l a t e now f o r those ' a n t i q u e vows' but 
with h i s new, deepended understanding he i s in a p o s i t i o n 
to ~ 
. . . see, and s ing , by my 
own eyes i n s p i r e d . 
So l e t me be thy c h o i r 
and make a moan 
Upon the midnight hours — 
( 11. 45-45 ) 
So intense and so s ince re i s h i s devot ion t o t h i s pagan 
maid, that he i s ready to be — 
Thy v o i c e , thy lu te , they 
p ipe , they incense sweet 
Frorr swinged cense r teeming; 
Thy shr ine , thy g rove , 
thy o r a c l e , thy heat 
Of pale-mouthed prophet 
dreaming. 
( 11. 46-49 ) 
Tho process of d e i f i c a t i o n has begun. He i s determined 
that there s h a l l be no l apses . The poet now behaves 
l i k e an ancient bard f r e e l y e x p l o i t i n g the p r i v i l e g e of 
adding to mythology. Psyche i s now p laced in modern 
context . The poet r e a l i z e s that the world i s degenerate 
and co r rup t . There i s no holy and pious p lace on 3arth 
at a l l . The e a r l y Greek r e l i g i o n l a i d g r ea t emphasis on 
sanct i ty and pu r i t y . Everything o f f e r e d to a gcd was 
to be s t r i c t l y c l e an and pure. Any suggest ion of impurity 
was l i k e l y to rouse the wrath of the d i v i n i t y and then he 
would b r ing t e r r i b l e d i s a s t e r s upon those who were respon-
s i b l e . Extremely consc ious of these f a c t o r s , the poet 
dec ides that the only holy p lace , worthy of a goddess l i k e 
Psyche i s within h i s mind — 
Yes, I w i l l be thy p r i e s t , 
and b u i l d a f ane . 
In some untrodden region 
of my m i n d , . . . 
( 11. 50-51 ) 
To compensato f o r the ancient neg lec t , he s t r i v e s to b u i l d 
t h i s imaginary temple to f e l i c i t a t e the goddG'^s. His 
thoughts are 'new grown with p leasant p a i r ' of new under-
standing and they branch out around the temple. Thia new 
in t ens i t y of thought c o n t r a s t s with the e a r l i e r ' thcught l sss ' 
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s t a t e . Along with Psyche, Keats/ too, has evo lved . 
He v i s u a l i s e s a thiclcet of dark t r e e s Er inged by 
ranges of high rrountains. The v a l l e y i s f i l l e d with 
Zephyrs, b i r d s and bees . The p i c tu re r e c o l l e c t s the 
Golden Age with i t s realm of F l o r a and Pan. In the midst 
of t h i s v e g e t a t i v e r i chness which ga the r s toge ther the 
bene f i cence of Gaia and a l l her Earth-goddesses , he p lans 
to b u i l d a temple f o r Psyche. The sanctuary w i l l be 
• r o sy * . The rose i s the f l o w e r of Aphrodite . The sanctuary 
w i l l be decorated 'With the wreathed t e l l i s of a working 
b r a i n ' . Her gardener w i l l be 'Fancy ' or the imagination 
which w i l l b reed f l o w e r s that w i l l seem ever -new. 
The sensuous natural s e t t ing of the f i r s t stanza now 
synchronizes with the mind and the imagination to produce 
a p lace of adorat ion and devotion f o r the goddess . I t i s 
a p lace where ' a l l the s o f t d e l i g h t / That shadowy thought 
can win' w i l l be a v a i l a b l e . The thought must be shadowed 
by sensuous, phys ica l apprec ia t ion to reach t'la i l e a l s t^ te . 
His actua l g i f t to Psyche i s 'warm love ' acconipanied by 
the sharpanel f a c u l t i e s to apprec ia te i t . 
The ' b r i g h t torch ' at the open window a l l ows 
that a l l secrecy i s over and no\J Cup i i car be prup^r ly 
2 1 0 
weLcornsd. Keats ' s sensuous nature wishes to preserve , 
along with a l l her s p i r i t u a l goodness, the sheer phys i ca l 
beauty of the goddess and o f f e r her as a source of i n s p i -
r a t i o n and as an example to a l l t rue l o ve r s . 
Another s i g n i f i c a n c e of the l i g h t e d window i s that 
i t serves as an emblem of hope. LiTce the song of the 
n i g h t i n g a l e and the Grecian urn, t h i s temple, too, i s a 
permanent, r e f r e s h i n g i d e a l in a changing t r a n s i e n t wor ld . 
The whole wor ld i s dark and only the a l t a r of Psyche i s 
f l o o d e d with b r i g h t l i g h t . She i s the only one who has, 
through perseverence and pu r i t y , passed the t e s t of 
s anc t i t y . 
'Ode to a N i g h t i n g a l e ' does not r e i n t e r p r e t or 
r e c r e a t e any p a r t i c u l a r Greek myth. However, the s p i r i t , 
atmosphere and va lue s of the pagan world are r i c h l y invoked. 
Mythology, by now, had become so i n t e g r a l a part of the 
imaginat ive , c r e a t i v e and c r i t i c a l f a c u l t i e s of Keats that 
h i s poetry cannot be d i s s o c i a t e d from i t . This ode b r i n g s 
toge the r the c e n t r a l problems that tormented him a l l h i s 
l i f e . Vlhile d i scuss ing these problems, Keats i s searching 
tor r e l e a se from the predom.inant misery of the human l o t . 
The r e l e a s e , he =ee l s , can come only through a v i s i o n of 
i d e a l beauty. This i d ea l , f o r him, i s conta ined in t'le 
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vsry nucleus of mythology. With the l i m i t a t i o n s of r e a -
l i t y weighing down upon him, the poet i s not equipped to 
g l impse the golden, g l o r i o u s wor ld of the gods . He t r i e s 
to accomplish t h i s t ask by i n t e g r a t i ng with a being o u t -
s ide himself whose innocence and pur i ty can break the 
b a r r i e r s between the mortal and immortal wor lds and 
t r anspor t him into realms of beauty — the n i g h t i n g a l e . 
The n i gh t i nga l e i s one of the b i r d s whose s inging 
he ra l ded the a r r i v a l of Apo l lo . When Apol lo came, he 
brought spr ing and freedom from autumnal dangers and 
d i s e a s e s . Like the s ta r in the eas t proclaim.ed the 
b i r t h of Chr i s t , so the song of the n i g h t i n g a l e proclaimed 
the a r r i v a l of Apo l l o . Both them can be cons ide red as 
emblems of hope. They b r ing to mankind the message that 
b e t t e r days are about to come. Also, in Romantic poetry, 
b i r d s are used as c a t a l y s t s of s p i r i t u a l change. In 
C o l e r i d g e ' s The Ancient Mariner a b i r d had been the 
precursor of the redemptive ac t ion . 
'.'Jhen the poem opens, the charm of the n i g h t i n g a l e ' s 
song har. a l ready begun to work on Keats. He i s sub j ec ted 
to a kind of p r e t e rna tu r a l change. The vo ice of the 
n i gh t i nga l e enraptures him and he i s i r r e s i s t i b l y led 
fo rward . 'Like Hemes , the conductor of thn sou ls o£ the 
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dead to the underworld, the song of the n i g h t i n g a l e con -
ducts the soul o£ the poet to new realms. The poet i s not 
in c o n t r o l of h imse l f . The magical notes, l i k e the mag-
ne t i c music of an enchantress , sa turate him and ca r ry him 
"Lethe wa rd s ' . ' Le the ' in Greek mythology, i s a r i v e r 
in Hades beyond the Elysian F i e l d s where those sou l s about 
to be reborn, dr ink o b l i v i o n of former l i v e s . The n i g h t -
i n g a l e appears to be an agency merging with whom would 
prov ide him with r e l i e f . Gradua l ly , the poet i s d r i f t i n g 
away from the s ta te of consc ious awareness towards one 
which i s nonra t iona l but c r e a t i v e . He can now gl impse 
the basic, s t ructure and the na tu r a l laws which have been 
prese rved in mythology. With i t s e x q u i s i t e song the b i r d 
appears to him l i k e a ' l i g h t - w i n g e d ' Dryad or a tree-nymph 
from Greek mythology. The completed p i c tu re p l aces i t in 
one of those green b o ' ^ r s that to Keats are reminiscent of 
the Golden Age. The whole p lo t appears 'me lod ious ' — 
i t i s invested with magical p o t e n t i a l i t i e s . Leaving behind 
the rraimed and d i seased world which i s f u l l of p a l s i e d o l d 
people and ' p a l e and s p e c t r e - t h i n ' young people , the 
poet, l i k e Endymion, ventures in to a magic f o r e s t . The 
p r e t e r n a t u r a l change e f f e c t s the landscape as w e l l . 'Summer' 
i s the season o£ r i penes s and f e r t i l i t y . The blossom and 
the f r u i t a g e i s at i t s peak and the n i g h t i n g a l e s ings i t s 
i 
p r a i s e ' i n f u l l - t h r o a t e d e a s e ' . 
The poet now invokes that a i d of o l d wine that 
' ha th been/ Cooled a long age in the d e e p - d e l v ' d e a r th ' 
and now combines a l l the elements of beauty, c r e a t i v i t y , 
happiness , c e l e b r a t i o n , sensuousness, sweetr^ess of F l o r a 
who i s the goddess of blossoming p l ant s , i n s p i r a t i o n drawn 
from Hippocrene ( the spr ing on Mount Hel icon, sacred to 
the muse) . These components can be compared to the 
i n g r e d i e n t s of a d r u i d ' s magic pot ion . With ages of c l o s e -
ness to Gaia o r Mother Earth t h i s wine has acqu i red l i m i t -
l e s s p o t e n t i a l i t i e s . Through being coo led f o r ages in 
the depths of Earth, i t has imbibed the wisdom, strength 
and bene f i cence of Ga ia . I t a l s o combines the dreams of 
the poet. I t i s one of the agenc ies that can remove him 
from a p a i n - f i l l e d world and t r anspo r t him to the i d e a l 
wor ld represented by the n i g h t i n g a l e . The n i g h t i n g a l e i s 
above the ravages of time. I t has never knovm 'The w e a r i -
ness, the f e v e r , and the f r e t ' of the mortal world. Thu-s, 
i t can be equated with a d i v i r i t y . I t has transcended the 
l i r r i t s of f m r t a l i t y . By l eav ing behind the v/orld of pain 
and t r oub l e , i t has becorne iirn-ortal. These rrythologica l 
p o t e n t i a l i t i e s of the n i gh t i nga l e represent a unity b2t\«3en 
man and h i s un iverse . The negat ion of a l l these problems 
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i s the so lut ion to iran's f a l l e n s ta te , where 'The d u l l 
b r a in pe rp lexes and r e t a r d s ' . So, the cup of wine which 
had appeared to be promising i s simply an extens ion of 
Bacchus, the god of wine. He i s sometimes i d e n t i f i e d 
with Dionysus who has both c r e a t i v e and d e s t r u c t i v e 
p o t e n t i a l i t i e s . He i s a god of vege ta t i on as we l l as wine. 
He i s famous f o r h i s vengeance. Those who d id not r e cog -
n ize h i s d i v i n i t y were dr iven mad. The daughters of 
Proteus under h i s i n f l uence destroyed t h e i r own c h i l d r e n . 
H i s i n f l uence , thus cannot guarantee a c r e a t i v e s ta te of 
mind. The poet tu rns to the ' v i e w l e s s wings of Poesy' 
to perform t h i s t a sk . 
' Poesy ' and 'Fancy' are two r e cu r r i ng words in 
the poetry of Keats. ' P o e s y ' , i t appears, i s poetry laden 
with warmth, sensuousness and beauty. I n f a c t , i t i s a very 
much g l o r i f i e d p e r s o n i f i c a t i o n of poetry . The e x c u l s i v e 
t i t l e b r i n g s to mind a b e a u t i f u l enigmatic Greek godvdess, 
r ad i ant with l ove and bene f i cence . I t s a t t r i b u t e s inc ludes 
the a b i l i t y to p reserve beauty, and a l s o the a b i l i t y to 
understand and sympathise with human nature. 'Fancy ' i s 
another name f o r the irraginat ion. I t i s born through 
inherent c r e a t i v i t y . I t i s r e spons i b l e f o r f eed ing 'Poesy ' 
with a s p i r a t i o n s , dreams, l ong ings and d e s i r e s . InCact, i t 
21 S 
represancs the very parentage of ' P o e s y ' . A union of 
'?ancy ' with s i t u a t i o n s g i v e s b i r t h to ' P o e s y ' . Here, 
too, 'Fancy ' and 'Poesy ' come to h i s rescue . A l l at 
once, he beholds that ' hap ly the Queen-Moon i s on her 
throne/ C lu s t e r ed around by her s t a r ry f a y s ' . The iroon, 
a p i c tu re of l o v e l i n e s s , i s presented in mythical terms. 
In the next l i n e , i t s g l o r i o u s ma jes t i c s t a te i s con t r a s t ed 
with the e a r th l y s ta te of man who is represented by the pcet, 
s i t t i n g in t o t a l darkness. The only r e l i e f comes in 
the form of l i g h t which ' . . . f r o m the heavens i s with the 
b r eezes b l o w n ' . He i s immobile in a g rave of vege ta t i on 
which i s the r i c h and r i p e product of May. The p i c tu re 
r e c a l l s the image of Adonis bu r i ed deep under f l o w e r s and 
l e a v e s in Sndymion, Keats, the poet, exper iences 
symbolic death. Thus, he compromises with mythology. 
The compromise i s not i napp rop r i a t e . Exhausted by t r i a l s 
of l i f e , unable to evo lve c r e a t i v e l y , he r e tu rns to the 
' s e id ' s t a te which w i l l r e f r e s h , r e f u r n i s h and r e - e q u i p 
him f o r the t r i a l s of l i f e . There i s no c o n t r a r i n e s s , no 
con fus ion in t h i s image but suspension of the sense and 
hope f o r re -enforcemant with l i f e and energy. The grave 
in Keats ' s mythic v i s i o n i s equated with the womb to v/hich 
the poet has returned. I t symbolizes the beginning of a 
new kind of l i f e . Within t h i s a rchetypa l f rams-work the 
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suspended s ta te appears to be the promise of de l i ve rence . 
I t i s a compensation f o r an u n s a t i s f y i n g l i f e , an ascent 
towards a h e a l t h i e r and f u l l e r v i s i o n . 
Death the demon a l s o i n t e g r a t e s with the Mother-
f i g u r e . I t does not symbolise the complete ann ih i l a t i on 
of the s e l f of the poet but an ex t inc t i on of e a r t h l y prob-
lems. In moments of i n t en s i t y t h i s i s the death Keats 
always wished f o r . Just b e f o r e he d ied he s a i d to 
Severn — 
I s h a l l soon be l a i d in the qu ie t g rave — 
0 1 I can f e e l the co l d ea r th upon me — The 
d a i s i e s growing over me — 0, f o r t h i s Qu ie t— 
i t w i l l be my f i r s t . 6 
Death, l i k e any o ther th ing of beauty, g i v e s him intense 
p l ea su re . 
The n i g h t i n g a l e , in i t s r o l e as a d i v i n i t y combines 
the musical t a l e n t of Apo l lo , the happiness of Elysium, the 
f e r t i l i t y o5 Maia, the wisdom of Gaia and the beauty of 
Adonis. Conscious of i t s a t t r i b u t e s and d i v ine s ta tus the 
poet r e a l i z e s he cannot i n t eg r a t e with i t . The union of 
a mortal and immortal cannot be achieved. As i t s s p e c i a l 
a t t r i b u t e s he r ecogn i ses the a b i l i t y to hea l wounded sou l s . 
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The poet v i s u a l i s e s the b e a u t i f u l notes wip ing away the 
t e a r s of the unhappy e x i l e Ruth and al . jays charming t r o u b l e 
away and c r e a t i n g a b e a u t i f u l wor ld f o r the ' emperor ' as 
w e l l as the ' c l o w n ' . Now, having completed i t s t a sk of 
p r ov i d ing a f e w minutes of so l ace to the p o e t ' s wounded 
sou l , the n i g h t i n g a l e p repa res to l e ave . 
The 'magic casement' i s the window between the 
two wor lds of r e a l i t y and i d e a l beauty . A l l at once Keats 
d i s c o v e r s that he i s on the ' f o r l o r n ' s i de whereas the 
n i g h t i n g a l e i s d i s appea r ing on the o ther s i d e . He i s l e f t 
a long with the r e a l i z a t i o n s that the ' a c t u a l ' wor ld of 
g r i e f i s i n e s c a p a b l e . I t has to c o - e x i s t with the i d e a l 
wo r ld . Man has come too f a r in the s ca l e of e v o l u t i o n and 
now n e i t h e r can be d i s t i l l e d f rom the o the r . The poet 
r e t u r n s to h i s e a r l i e r s t u p o r - l i k e 3tat3 — 
Was i t a v i s i o n , o r a 
waking dream ? 
P l e d i s that m u s i c . . . 
Do I wake of s l e e p ? 
( I L . 79-80 ) 
This completes the c i r c u l a r nature of the poem. The c i r -
c u l a r pa t ta rn has a s s o c i a t i o n s with the t i m e - c y c l e . The 
exper i ence has exposed mythology b e f o r e the poet as a 
channel f o r e v o l u t i o n . The t e s t e d , s u p e r i o r , c l a s n i c a l 
norms and va lue s are s u f f u s e d with s o f t , pa l pab l e human 
emotions and needs. This combination r e s u l t s in an un-
usua l v i s i o n that g i v e s h i s poems t h e i r s p e c i a l appea l . 
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'Ode on a Grecian Urn' cont inues the theme of 
'Ode to a N i g h t i n g a l e ' . In f a c t , i t p rov ides answers to 
some of the quest ions r a i s e d in the e a r l i e r ode. The 
o b j e c t of i n s p i r a t i o n , t h i s time, i s a marble urn with 
p i c t u r e s of ' s i l v a n ' l i f e engraved on i t . K e a t s ' s f a s -
c i n a t i o n with Greek mythology was intense . Severn quotes 
K e a t s ' s comment ' . . . t h e Greek s p i r i t - the Re l i g i on of 
the b e a u t i f u l ; the Re l i g i on of Joy ' This ' s p i r i t ' 
has receded from the f a c e of the Earth and can only be 
found in the midst of mythology. The Grecian urn, however, 
s t i l l c r y s t a l l i z e s those days. The insc r i bed scenes k ind l e 
the imaqinat ion of Keats, and v/hile r e c r e a t i n g those ancient 
days he observes w i th in them v i s i o n s of beauty and u n i v e r s a l 
exper ience of e t e r n a l endurance. Though such mytholog ica l 
th inking , he r e c r e a t e s the na tura l behaviour and respons^n 
of the uncomplicated e a r l y man and draws i n s p i r a t i o n from 
him. 
The urn, hence, i s the point of f ocus or the 
c o n c r e t s c en t r e . True to , h i s sensuous nature , Keats 
uses a phys ica l o b j e c t to represent the permanence of the 
t r u t h s of l i f e as deciphered by the mind and the hea r t . 
These a b s t r a c t s ideas are p h y s i c a l l y mani fested through 
these p i c tu r e s . 
The urn, of course , i s pure ly imaginary — a combi-
nat ion of Keats ' s r e c o l l e c t i o n of the Sos i b i o s vase , the 
Borghese vase, the Townley vase, the Po r t l and vase , the 
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Bacchic p i c tu r e s of Poussin and the E lg in Marbles . 
According to Pet te t , a passage from C o l l i n s ' s The 
Passion ' formed an embryo out of which a cons i de r ab l e 
par t of h i s ode e v o l v e d ' . He t r a c e s the use of 'Tempe' 
and ' t h e happy melod is t , unwearied' to G o l l i n s ' s poem. 
A lso , he po ints at the concluding three l i n e s as p a r t i c u -
l a r l y s i g n i f i c a n t — 
Revive the j u s t Design of Greece, 
Return in a l l thy simple s ta te 
Confirm the Ta l e s her Sons r e l a t e I 
.ifhen seen aga ins t t h i s background, the urn i s sym-
b o l i c of the ba s i c p r i n c i p l e that governs a l l forms of 
l i f e . I t dep i c t s the beauty, pu r i ty and enchantment of 
the ancient Grecian l i f e and serves as an a l l time gu ide 
to l a t e r genera t ions . I t i s d e f i n i t e l y more than an 
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inanimate p iece of decorat ion . I t s s tature i s that of 
a mythical d i v i n i t y . The opening l i n e s of the ode sound 
l i k e the invocat ion of a de i ty — 
Thou s t i l l unravished 
b r i d e of qu ie tness . 
Thou f o s t e r - c h i l d of 
s i l ence and slow time. 
S i lvan h i s t o r i a n , who 
canst thus express 
A f l o w e r y t a l e more 
sweetly than our rhyme! 
( 11. 1 - 4 ) 
The urn, hence, i s as b e a u t i f u l , power fu l , enigmatic and 
enchanting as any mythical goddess . I t i s a d i v i n i t y , 
l i k e Psyche, who has withstood the cha l l enges and ravages 
of time and proved her pu r i ty and l o y a l t y . I t i s a poet, 
l i k e Apo l lo , who t e l l s a ' l e a f - f r i n g ' d l e g e n d ' . . . 'more 
sweet ly ' than any morta l . I t i s a l s o immortal and bene-
f i c e n t . 
The poet goes on to f u r n i s h t h i s new ly - c rea ted 
goddess with a mythical h i s t o r y . The a r t i s t who c r e a t ed 
the urn i s now dead and gone and the a b s t r a c t i o n s ' S i l e n c e 
and s low-t ime ' a re tha d i v i n i t y ' s f o s t e r - j r a r e n t s . Among 
i t s d iv ine a t t r i b u t e s are permanent you th fu lnes s ( a s i s 
imp l i ed by the use of ' c h i l d ' ) and a l s o wisdom ( a s i s sho\/n 
by the use of ' h i s t o r i a n ' ) . 
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In i t s ' l e a f - f r i n g ' d legend ' the urn does not 
r e l a t e everyday exper iences but t e l l s of a 'mad p u r s u i t ' , 
of a ' s t r u g g l e to e.scape', of a ' w i l d e c s t a c y ' . 
To the poet i t seems that the inc ident the legend 
e l a b o r a t e s took p lace in e i t h e r Tempe or Arcad ia . In 
c l a s s i c a l an t i qu i t y , these two p l ace s were renowned f o r 
t h e i r na tu r a l beauty and the happiness of the people who 
l i v e d the re . Arcad ia conta ins a temple of Apo l l o . Hermes 
( the god of luck, wealth, s leep , dreams, and f e r t i l i t y , 
patron of merchants and th ieves ) and Pan ( the god of 
f l o c k s and shepherds) were o r i g i n a l l y Arcadian gods. Thus, 
the new Keats ian goddess j o i n s t h e i r ranks. 
The next stanza f i n d s the poet smoothly s a i l i n g away 
f rom the time-bound wor ld into the t ime l e s s wor ld . He now 
l i s t e n s to the music, not with h i s ' s e n s u a l e a r ' , but 
with h i s ' s p i r i t ' . The ' d i t t i e s ' are 'unheard ' yet 
' e n d e a r e d ' . Like the music from the spheres, the unheard 
notes f u l l y sa turate h i s senses and he goes in to a kind of 
a t rance . He sees a ' F a i r youth beneath the t r e e s . . . ' 
who i s p l ay ing a p ipe . The t r e e s are l e a f y , green, th i ck 
and in f u l l bloom. The p i c tu re r e c r e a t e s one of those 
f e r t i l e , green bowers that occur again and again in the 
poetry of Keats. The bower r e c o l l e c t s unspo i l t vege ta t i on 
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and pe r f e c t phys i ca l beauty of the Golden Age, as the 
green r e c e s s of 'Ode to Psyche' had done. In t h i s case 
the bower i s f r o zen in marble. The t r e e s w i l l never be 
exposed to the ravages of autumn. Age w i l l not c r e e p 
over and destroy the boy. He w i l l continue to sing f o r -
ever and w i l l a lways be b e a u t i f u l . This p i c tu re may be 
cons ide red as a p r o j e c t i o n of Kea t s ' s p r i va te Elysium — 
e t e r n a l sensuous beauty that i s above the ravages of time 
and the undying a b i l i t y to c r e a t e poetry ' f o r ever new' . 
I t r ep r e sen t s a dream-world above f r i g h t e n i n g and dep re s -
s ing r e a l i t y . 
The next p i c tu re shows a l o ve r pursuing h i s be loved 
in an attempt to k i s s her . As Keats i n t e g r a t e d with the 
' P a i r youth' so he does with t h i s l o ve r . I n s p i t e of the 
proximity , the l o ve r w i l l not be ab l e to k i s s h i s be loved . 
The p a i r of l o ve r s l i k e Cupid and Psyche, and a l s o l i ^ e 
himsel f and Panny, i n s p i t e of intense f e e l i n g f o r each 
other , are not ab l e to a t t a i n f u l f i l m e n t . Perhaps r e c o l -
l e c t i n g t h i s myth, Keats t e l l s the l ove r ' — yet do not 
g r i e v e ' . He i n d i c a t e s that there i s a lways hope f o r 
r e l i e f . Just as the bower i s r i c h and green and r e p r e -
sent ing e a r l y spr ing and not the season of r i peness , the 
love , too, i s young, f r e s h and s t i l l to r ipen , ' s t i l l to 
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be e n j o y e d ' . The e n t i r e scene, l i k e the urn, dep i c t s a 
s t a t e of be ing ' un r av i shed ' . P laced in proper mytholo-
g i c a l context , the urn r ep re sen t s the 'mythic consc i ous -
ness ' of Keats. Owen E a r f i e l d de f ine s the term as 
' a renewal of l o s t i n s i g h t s ' . More important than 
inc r ea s ing the sensuous beauty of these p i c tu r e s , i s the 
c o n t r i b u t i o n that knowledge of these background myths 
makes towards t h e i r meaning. Through mythology, Keats 
reaches that s e n s i t i v e , bas i c nerve of human exper ience 
that makes him f a m i l i a r which i t s c i r c u l a r , r ecur rent 
na ture . Thus, the common exper iences of Cupid and Psyche, 
himsel f and Fanny, unite in the p i c tu re of the l o v e r and 
h i s be loved — 
Ah, happy, happy boughs, 
that cannot shed 
Your l eaves , nor ever b i d 
the spr ing adieu; 
( 11. 21-22 ) 
The boughs, here, are t r e a t e d as separate e n t i t i e s 
capab l e of exper ienc ing happiness . In the garden of the 
gods of Slysium, there i s e t e r n a l spr ing and un inter rupted 
music. The 'happy melod is t ' reminds us of Orpheus. 
Orpheus p layed the l y r e so we l l that h i s music had a s p e l l -
b ind ing e f f e c t even on rocks and stones . The f o l l o w i n g 
th ree l i n e s are e x p r e s s i v e of a s i m i l a r s t a t e — 
A l l b r e a t h i n g human pass ion 
f a r above. 
That l e a v e s a hea r t h i g h -
s o r r ow fu l and c l o y e d 
A burning f o rehead , and a 
parching tongue. 
( 11. 28-30 ) 
The next p i c t u r e t r a n s p o r t s him into the very hea r t 
of the o l d Greek r e l i g i o n . I t d ep i c t s a gorgeous s a c r i -
f i c i a l p rocess ion l e d by a p r i e s t with a h e i f e r . Perhaps 
the p i c t u r e was mot ivated by a pa in t ing by Claude's ' S a c r i -
f i c e to A p o l l o ' . Ian Jack says 'The e l e g i a c tone of 
K e a t s ' s l i n e s i s p ro found ly in sympathy with the serene 
n o s t a l g i a of C l aude ' s r e l i g i o u s p r o c e s s i o n s ' . ^ ^ 
These marb les p r e s e r ve s the memory of b e a u t i f u l 
days now l o s t . «^T!ong o the r th ings , they b r i n g to us the 
pagan r i t u a l of s a c r i f i c e . By su r render ing to the d e i t y 
the b l ood of a p a r t i c u l a r animal, o r in s t r ay c a s e s even 
of a human be ing , the worsh ippers prayed f o r the community's 
happ iness , o r f o r a v e r t i ng e v i l , o r f o r the e x p i a t i o n of 
some cr ime. Pur i ty was one of the e s s e n t i a l p r e - r e g u i s i t e s 
of s a c r i f i c e . Hence, on t h i s ' p i o u s morn' as the 'mys-
t e r i o u s p r i e s t ' l e a d s the h e i f e r to a ' g r e e n a l t a r ' , we 
w i t n e s s an ardent show of devot ion . The r e f e r e n c e to 
245 
' g r eon a l t a r ' r e v i v e s the concept of nature worship along 
with a l l i t s v i t a l i t y and f r e shnes s . The unity and harmony 
of the community impresses him. 
C a r r i e d f o rwa rd by the thought process , he a r r i v e s 
at a ' . . . l i t t l e town by r i v e r o r sea - shore ' which i s now 
' emptied of t h i s f o l k ' . Since the congregat ion i s immo-
b i l e the town w i l l always be empty, deso l a te and f o r l o r n . 
He i s removed from the happy scene and t ranspor ted , as he 
was, in 'Ode to a N i gh t inga l e ' to the gr im ac tua l wor ld 
symbolised by the l i t t l e town. Un l ike the e a r l i e r ode, 
however, t h i s ode does not conclude on t h i s unhappy note. 
The wealth of exper ience and v i s i o n s r e vea l ed to him by 
h i s newest d i v i n i t y have l ed him. to d i scove r a c e r t a i n 
phi losophy that he d e f i n e s in the f i n a l stanza. 
The urn, the g rea t mythologica l ' h i s t o r i a n ' has 
served as a l e v e r to edge the poe t ' s mental f a c u l t i e s into 
realms of g r e a t e r understanding. Keats r ecogn izes the 
' s i l e n c e ' of the urn as i t s i n d i v i d u a l s t rength . This 
' b r i d e of q u i e t n e s s ' , t h i s f o s t e r - c h i l d of ' s i l e n c e and 
s low-t ime ' with i t s unheard melodies may be compared to 
the Cave of Quietude (Sndymion Book IV) where ' S i l e n c e 
d r e a r i e s t / I s most a r t i c u l a t e ' . This s i l ence i s hea l ing 
and comfort ing — a thing of s e ren i ty and so l ace . That 
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i s why — 
Thou, s i l e n t form, does 
t e a s e us out of thought 
As doth E t e r n i t y . Co ld p a s t o r a l 1 
( 11. 44-45 ) 
The form p r o j e c t s e t e r n a l , t i m e l e s s v a l u e s that 
w i l l never p e r i s h . I t w i l l a lways be ' a f r i e n d to man'. 
However, to the unschooled soul o r the man without an 
i d e n t i t y i t w i l l seem a ' C o l d P a s t o r a l * . 
Going back to Greek mythology, the urn may be com-
pared to the S i b y l Erythraean, The S i b y l s were prophe-
t e s s e s i n s p i r e d by some de i t y , mostly by A p o l l o . S i by l 
Erythraean made prophec ies r e ga rd ing the T ro j an War. 
Apo l l o o f f e r e d her a g i f t and she asked f o r a l i f e of as 
many y e a r s as a f i s t f u l of g r a i n s of sand. However, she 
f o r g o t to ask f o r pro longed youth. She became so o l d 
that she was hung up in an urn which l a t e r conta ined her 
ashes . In Roman mythology, the S i b y l s are marr ied t o 
Dis ( the male god of the underworld) yet they remain 
v i r g i n s . 
Kea t s ' s Grec ian urn has these s i b y l l i n e q u a l i t i e s . 
The c l o s i n g coup l e t of the ode may be r ega rded as i t s pro-
phecy of message to mankind. The o r a c u l a r p r o p e r t i e s of 
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the ancient s i b y l s f i n d exp re s s i on in t h i s apparent 
paradox — 
' Beauty i s t ru th , t r u th 
beauty ' — tha t i s a l l 
Ye know on ea r th , and 
a l l ye need to know. 
( 11. 49-50 ) 
' Beauty ' now means the i n e x t r i c a b l y woven joy and 
g r i e f w i th in human expe r i ence . Th is was the ' t r u t h ' he 
had been attempting to d i s cove r and had been f r i g h t e n e d 
by in 'Ode to a N i g h t i n g a l e ' . 'Ode on a Grec ian Urn' 
i s a much more s t a b l e a n a l y s i s of the same ph i losophy . 
Through the agency of the Grecian Urn, Keats comes to terms 
with t h i s ' t r u t h ' and r e a l i s e s tha t t h i s i s the supe r i o r , 
permanent beauty tha t c o n s t i t u t e s the b a s i c law of l i f e . 
The next ode 'Ode on Melancholy ' w i tne s se s the 
d e i f i c a t i o n of yet another de i t y c r e a t e d in the t r a d i t i o n 
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of Apo l l o , Psyche, Maia and a l s o the Grec ian Urn. The 
c e n t r a l i d ea of the poem i s the c o n t r a s t between f a l s e 
melancholy that causes s tagnat ion of the senses, and t rue 
melancholy that i s a necessary c o n d i t i o n f o r the most 
i n t ense expe r i ences that l e a d one on to the g o a l of beauty 
and c r e a t i v i t y . The k i n s h i p between intense sorrow and 
in tense happ iness i s r ecogn i sed as necessary and i s brought 
toqether in the benevolent forrr. o£ melancholy, the goddess. 
On at l e a s t two occas ions , he e^di ib its t h i s aware-
ness in h i s l e t t e r s . As e a r l y as March 1819, he wrote to 
George and Georgiana Keats — 
Circumstances are l i k e c louds c o n t i n u a l l y 
ga the r ing and bu r s t ing — whi le we are 
laughing the seed of some t r o u b l e i s put 
into (he) the wide a r ab l e land of events 
— whi le we are laughing i t sprouts i s 
( s i c ) grows and suddenly bears a poison 
f r u i t which we must pluck — 13 
This i s a very p o s i t i v e statement that shows that 
Keats had been preoccupied with t h i s problem f o r qu i t e 
some time and that u l t imate l y only mythology cou ld f i n d 
a so lu t i on to i t . That he i s a l ready th inking on these 
l i n e s i s obvious from another l e t t e r , again to the George 
Keatses . While d e f i n i n g the ' V a l e of t e a r s ' he wrote — 
— For instance suppose a rose to have 
sensat ion, i t blooms on a b e a u t i f u l morning, 
i t en joys i t s e l f — but there comes a c o l d 
wind, a hot sun — i t cannot escape i t , i t 
cannot destroy i t s annoyances — they are 
as na t i ve to the wor ld as i t s e l f : no more 
can man be happy i n s p i t e , that wor ld (1) y 
elements w i l l prey upon h i s nature . 14 
Mytholog ica l mot i f s are an i n t e g r a l part of Keats 's 
imag inat ion . They enr ich h i s express ion and serve to unit : 
the poe t ' s i n s t i n c t with h i s i n t e l l e c t and g i ve him h i s 
unique v i s i o n . To exp l a in a phi losophy, Keats n a t u r a l l y 
uses mot i f s as the rose , the sun and the wind. 
The f i r s t l e c tu r e on the Eng l i sh poets d e l i v e r e d 
by H a z l i t t gu ided the poet in the express ion of h i s i d e a l s . 
The t op i c was On Poetry in Genera l (Jan 1818) and the 
f o l l o w i n g e x t r a c t i s e s p e c i a l l y s i g n i f i c a n t — 
The p o e t i c a l impression of any sub jec t i s 
that uneasy, e x q u i s i t e sense of beauty or 
power t h a t . . . s t r i v e s . . . t o enshr ine i t s e l f 
. . . in the h ighest forms of fancy , had to 
r e l i e v e the aching sense of p l easure by 
express ing i t in the bo l de s t manner. 15 
With the weight of t h i s knowledge growing upon him, 
such a poem was i n e v i t a b l e . The t r i n i t y of a dramatic 
exper ience of beauty ( 'Ode to a N i g h t i n g a l e ' ) , a th ing of 
beauty ( 'Ode on Grecian Urn ' ) and the s p i r i t of beauty 
('Ode on Melancholy ' ) was a necessary mi lestone in the 
evo lu t i on of Keats the poet . 
The f i r s t stanza i s but one nega t i ve statement 
l i s t i n g images, taken from mythology, of f a l s e melancholy. 
I t i s equated with o b l i v i o n , n i ght , s l eop and death through 
v a r i o u s c l a s s i c a l r e f e r e n c e s . The poet of the e a r l i e r 
odes has taken a s i g n i f i c a n t s tep ahead in matur ity , f o r 
those two poems had begun in an e f f o r t to l eave behind the 
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w o r i i of pain and sorrow. Now^ the poet i s not only 
ready to accept melancholy but a l so ready to f a c e i t s 
consequences 'No, no, go not to L e t h e . . . ' b e g in s the 
poet . Lethe, e a r l i e r r e f e r r e d to in 'Ode to a N i g h t -
i n g a l e ' i s the r i v e r in Hades. Water from i t was drunk 
by sou l s about to be reborn, so that they f o r g o t t h e i r 
p rev ious l i v e s . To the innmature man who i s extremely 
so r row fu l , i t o f f e r s o b l i v i o n as so l ace . S i m i l a r l y , 
' W o l f ' s bane' a herb with a poisonous j u i c e , tempts him 
l i k e ' w i n e ' . 'N ightshade ' i s a t r e e that b e a r s p o i s o -
nous b e r r i e s and i s a s soc i a t ed with Proserp ine , the Queen 
of Hades. Here i t i s p e r s o n i f i e d as a deadly , venomous 
s p i r i t i n the gu i s e of a temptress that des t roys these 
opp re s s i ve i n f l u e n c e s , the so r row fu l v i c t im makes a rosa ry 
of 'yew b e r r i e s ' and appears as e v i l and doomed as a 
p r i e s t of the o c c u l t . His very 'Psyche ' or soul haunts 
him l i k e a ' dea th -moth ' . The t o t a l p i c tu re i s c h i l l i n g , 
i n f e r n a l and r a the r ghos t l y . I t p r o j e c t s a man with 
i nve r t ed i n c l i n a t i o n s . Through continuous a s soc i a t i on 
with Hades, the f a c u l t i e s of the melancholic man become 
vague and unsubs tant i a l and 'drown the wakefu l anguish of 
the sou l ' . 
The dest roy ing , d e f ea t ing melancholy can t o t a l l y 
i n c a p a c i t a t e any man and keep him f o r e v e r in ' V a l e of 
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t e a r s ' . The poet condemns i t and f e e l s that i s should 
be s t e a d f a s t l y avoided. 
True melancholy i s not a d e f e a t i s t exper ience but 
a c r e a t i v e one — a cons t ruc t i ve g i f t of the ' V a l e of 
Soul Making' — a gu ide towards c r e a t i v e evo lu t i on of the 
ene r g i e s . The second stanza i s another s i n g l e statement 
about the nature of t rue melancholy. Once aga in Keats 
draws h i s images from mythology. In con t r a s t to the 
images of decay and stagnat ion of the f i r s t statement, 
t h i s one i s laden with Images of f e r t i l i t y and p u r i t y . 
True melancholy i s desc r i bed as a ' f i t ' that ' f a l l ' ( s ) 
from, 'heaven' in the form of a 'weeping c l o u d ' . I t 
comes as a g i f t f rom the gods and hence nour i shes and 
r e v i v e s . When Apo l lo descended to Sarth, he brought 
the bene f i cence of spr ing as a g i f t f o r mankind. Keats 
seems to r e c o l l e c t the myth when he t a l k s of the l i f t i n g 
of the ' A p r i l Shroud ' . The green h i l l now becomes 
g r eene r . Even b e f o r e removal, the shroud i s a s soc i a t ed 
with whiteness and p u r i t y . A p r i l d i s i n t e g r a t e s as May 
the month of spr ing , commences. The f i r s t of May r e c a l l s 
and r e c r e a t e s the very seeds of f e r t i l i t y . 
A l l these a t t r i b u t e s ga ther together to c r e a t e the 
profound f i g u r e of Melancholy. Growing with h i s phi losophy 
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as the foundat ion , the abs t r ac t concept ga ins the s ta tu re 
of a pa l pab l e p e r s o n a l i t y . Invested with h i s 'Fancy ' the 
p e r s o n a l i t y blooms into an en t i c ing goddess. ^felancholy 
does not f e a t u r e in the Greek pantheon but K e a t s ' s t r e a t -
ment of her makes her s tory appear l i k e an independent, 
e s t a b l i s h e d myth. Led by her, the poet becomes s e n s i t i v e 
enough to dr ink in the poignant and enr ich ing beauty of 
such th ings as a 'morning r o s e ' , the g l i t t e r i n g , m u l t i -
c o l ou r ed sand-dunes and a wealth of peonies . These images 
r e c o l l e c t the de sc r i p t i on of Cyprus, the i s l a n d no r th - e a s t 
of Mediterranean, where Aphrodite , the Greek goddess of 
l ove , f i r s t landed. Aphrodite Uran ia was the goddess of 
h igh , pure love whereas in her o ther aspect as Aphrodite 
Pandemos, she i s the goddess of sensual l u s t . The goddess 
ivtelancholy l eads her devotees to Aphrodite Uran ia , as i s 
obv ious by the f o l l o w i n g l i n e s — 
Or i f thy mis t ress some r i c h 
anger shows. 
Imprison her s o f t hand, and 
l e t her rave . 
And f e e d deep, deep upon her 
p e e r l e s s eyes. 
( 11. 18-20 ) 
In the t h i r d and l a s t stanza Keats a c t u a l l y comes 
f a c e to f a c e with h i s goddess . This con f r on ta t i on r e p r e -
sents a t r e a t y of h i s conscious and sub-conscious thought -
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p r o c p s s e s . Through melancholy, he i s a b l e to reach t h i s 
j unc tu r e . On the e a r l i e r o c c a s i o n s ( e . g . when l e d by the 
beauty of the n i g h t i n g a l e ' s song, and when l e d by the 
s i l v a n p i c t u r e s on the Grecian Um) he had on ly reached 
what he d e s c r i b e s as the ' t emp le of D e l i g h t ' . This 
r ep r e s en t s tha t c r o s s - r o a d in mental p r o g r e s s where there 
i s no c o n f l i c t , where the consc ious thoughts and the sub -
consc ious thoughts do not des t roy o r suppress each o t h e r 
b u t h e a l t h i l y f l o u r i s h s i d e by s i d e . In o t h e r words, i t 
r e p r e s e n t s complete knowledge. Now, w i th the b l e s s i n g s of 
the d i v i n i t y Melancholy to gu ide him, he can not on l y e n t e r 
b u t a l s o c o n f r o n t the ' v e i l e d f i g u r e ' in h e r ' s ov r an 
s h r i n e ' . The h i g h p i t ch of h i s i n t e n s i t y does not b r eak 
and he acknowledges the ex t en t of h e r might. She e l e v a t e s 
him as h e r o r a c l e and he d e s c r i b e s the t e s t she takes of 
h e r devotees — 
Though seen o f none save him 
whose s t renuous tongue 
Can b u r s t Joy ' s g rape a g a i n s t 
h i s p a l a t e f i n e ; 
( 11. 27-28 ) 
Now, he has passed t h i s t e s t and has become her devo -
t ee as he had e a r l i e r become of A p o l l o , Psyche, Maia and even 
the Grec ian Urn. In keeping with the t r a d i t i o n of Greece and 
Rome where t r o p h i e s of v i c t o r y were hung up in temples, h i s 
soul too i s ' . . . among her clou-ly t rophies hung. ' The a d j e c -
t i v e ' c loudy ' reminds us of the Heavenly pa laces of the 
va r i ous gods, one of v/hich i s now occupied by Melancholy. 
I l l 
'Ode on Melancholy' was a l so wr i t ten in May 1819.^^ 
Un l ike the other odes, however, i t does not seem to 
analyse the l i v i n g moment. The poet ana lyses h i s e n t i r e 
exper ience . His thought -process i s proj-ected in the form 
of a dream. The adoption of th i s technique l i n k s him with 
Hermes, who among o the r things i s the god of dreams and 
s l e ep . 
In a l e t t e r to the George Keatses the poet wrote — 
This morning I am in a sor t of a temper 
indo lent and supremely c a r e l e s s : I long 
a f t e r a stanza o r two of Thomson's Ca s t l e 
of Indolence. Ne i ther Poetry, nor Ambition, 
nor Love have any a l e r tnes s o f countenance 
as they pass by me : they seem ra ther l i k e 
three f i g u r e s on a Greek Vase — A Man and 
two Women.... This i s the only happiness. 17 
Now, once again these three f i g u r e s con f ront him. 
Love, Ambition and Poetry — these three abs t rac t ions 
s i n g l e themselves out as the most important and dominating 
f o r c e s oE h i s l i f e . Together they form a kind of non-
r: 
v i 
Chr i s t i an or pagan t r i n i t y . 
The poet does not recognize them. He had been 
l o s t in 'noth ingness ' and they broke through the sh i e l d , 
q u i e t l y and s e c r e t l y — 
. . . . Ripe was the drowsy hour; 
The b l i s s f u l c loud of summer 
indolence 
Benumbed my eyes; my pulse 
grew l e s s and l e s s ; 
Pain had no s t ing , and 
p l e a s u r e ' s wreath no f l o w e r : 
( 11. 15-18 ) 
The e f f e c t of indolence i s l i k e a t rance o r a 
dream. Indolence i s now an agency of Hermes. These three 
f i g u r e s move in a c i r c l e and the poet wishes they would 
•melt ' away and a l l ow him to l o s e himself t o t a l l y in the 
bene f i cence of Indolence. A new dimension i s now added 
to t h i s abs t r ac t i on who i s g r adua l l y shaping as a de i ty . 
L ike the Grecian Urn and Melancholy, she too i s a Mother-
f i g u r e , a g i v e r of comfort , s ecu r i t y and peace. Keats ' s 
constant preoccupation with the Mothe r - f i gu re proves that 
h i s thoughts -p rocess i s e s s e n t i a l l y mytho log ica l . 
Indolence, too, can be l inked to the Great Goddess 
whose benevolence a t t r a c t s Keats. Now that she has taken 
him under her p ro tec t ion , he can look at Love, Ambition and 
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Poetry and analyse t h e i r r o l e in framing h i s thought -
p rocess . In h i s r e f l e c t i o n s on l i f e and in h i s p h i l o s o -
ph ies they had always occupied the top s t r a t a . In f a c t , 
h i s e n t i r e c a r ee r as an a r t i s t , demonstrates t h e i r c l o s e -
ness . These were the l i v e l y a c t i v e ene rg i e s that sup-
por ted the e s s e n t i a l i d e n t i t y of Keats. However, he was 
aware of h i s dependence on them and knew a l l the time that 
he had to evo lve into an independent ' sou l ' and d i s c a r d 
these supporting agents . This f e e l i n g i s r e f l e c t e d in a 
l e t t e r to Reynolds — 
. . . . W e hate poetry that has a p a l p ab l e design 
upon us — and i f we do not agree, seems to 
put i t s hands in i t s breeches pocket. Poetry 
should be g rea t and unobtrus ive , a th ing 
which en te r s into o n e ' s soul , and does not 
s t a r t l e o r amaze i f with i t s e l f but with i t s 
sub jec t — 19 
Like the three goddesses who appeared in t r i p l e -
form to prove t h e i r d i v i n i t y , these ab s t r ac t i ons , too, 
form d t r i n i t y and conduct themselves in t h r e e - c i r c l e s . 
Because they are not d iv ine , they cannot accomplish t h i s 
s u c c e s s f u l l y . They appear l i k e 'Ghosts ' and t h e i r t r i p l e 
c i r c l e f o r c e s r a the r occu l t i n t e r p r e t a t i o n s . They are as 
unhealthy and dismal as the inhab i t ant s of Hades. The poet 
f i n a l l y r e j e c t s them and they f a d e and he re turns to Indo-
lence . 
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Indolence, hence, s i g n i f i e s not l e tha rgy but a 
f e r t i l e v i s i o n a r y s t a te where t ru th i s c l e a r l y v i s i b l e . 
The senses of the poet are at r e s t , there is no ' f e v e r ' . 
Happiness i s complete and a succe s s fu l union of the Heart 
and Mind has been brought about in Un ive r sa l Space. I t 
i s a f e r t i l e , c r e a t i v e s ta te , as i s provided by t rue 
Melancholy. There i s drowsiness , dreaminess and content -
ment. In f a c t , i t r e c r e a t e s the atmosphere of Elysium 
where the sou l s of those f avou red by the gods f i n d f u l f i l -
ment. ' . . . h o n i e d ' imp l i es a go lden, l e t h a r g i c and s low 
moving r e v e r i e . Among other th ings , the co lour g o l d i s 
a s soc i a t ed with Apo l lo , the bene f i c en t patron of poets . 
^The golden mood, thus, ga thers toge ther the b l e s s i n g s of 
Apo l l o . The moment of d iscovery r e v e a l s to the poet that 
a s s o c i a t i o n s with Love, Ambition and Poetry do not b r ing 
j oy but f o r c e r e a l i z a t i o n s that banish the golden euphor ia . 
The poet compares h i s soul to a ' l a w n ' . This open 
expanse of r i ch , green g r a s s , l i k e every o ther open space 
in the poetry of Keats, i s symbolic of freedom. This 
expanse, though sp r ink l ed v;ith f l o w e r s , was shadowed by 
the i n t e r p l a y of ' shades ' and 'beams' that ' b a f f l e d ' 
and ' s t i r r e d ' him. This was caused by the i n t r i g u e s of 
Love, Ambition and Poetry. Their dese r t ion had com.e b e f o r e 
him l i k e a ' c l oudy morn' . But, b e f o r e the t e a r s cou ld 
f a l l , r e a l i z a t i o n came to him l i k e ' an open casement' 
over which ' p r e s s e d a new- leaved v i n e ' . The v ine , symbolic 
of himself/ i s o l d but the l eaves symbolic of h i s thoughts 
are new. The warmth and song enter h i s soul and when he 
b i d s f a r e w e l l to the three , he says 'Upon your s k i r t s had 
f a l l e n no t e a r s of mine ' . The 'open casement' has occured 
b e f o r e in the o ther odes. In 'Ode to Psyche' i t had 
opened from the temple wi th in the b r a in and in 'Ode to a 
N i g h t i n g a l e ' i t had been a 'magic casement' connecting 
the r e a l and the i d e a l wor ld . On both occas ions , the 
poet had been stranded on the other s ide , a mere obse rve r 
of the happiness of those w i th in . The time, however, 
l e ve r ed by mythology, he i s w i th in . Present by h i s s ide 
i s the newly c r e a t e d goddess Indolence, Bathed in her 
r ad i an t ha lo , he i s the recep ient of complete happiness . 
At peace with himself and the world, he imagines he 
i s ' c oo l - b edded ' in the ' f l o w e r y g r a s s ' . K e a t s ' s present 
s tage s i g n i f i e s that he i s undergoing a symbolic b u r i a l 
a f t e r which he w i l l emerge r e su r r e c t ed as a c r e a t i v e poet, 
unhampered by any l i m i t a t i o n s . 
'Ode to Autumn' was wr i t t en in September 1819, near ly 
th ree months a f t e r the 'May' odes . I t r e f l e c t s the peace 
of mind and mood of calm acceptance Keatc had reached by 
now. There i s no ' f e v e r ' , no s t rugg l e , no quest , no 
a n a l y s i s — only t r a n q u i l meditat ion. 
The poem i s about 'Autumn' symbo l i ca l l y the pe r iod 
of des t ruc t ion , death and decay. However, the poet with 
h i s new v i s i o n does not mourn but simply accepts i t as the 
f i n a l cyc l e in the r i t u a l of b i r t h and death. I n f a c t , i t 
appears more poignant because i t ho lds the promise of 
f u t u r e f e r t i l i t y . 
In a l e t t e r to Reynolds, wr i t ten from Winchester 
in the same month, Keats commented on the weather and 
landscape — 
How b e a u t i f u l the season i s now — How f i n e 
the a i r . A temperate sharpness about i t . 
Rea l ly without jok ing , ' :haste weather — 
Dian sk ies — I never l i k e d s tubb le f i e l d s 
So much as now — Aye b e t t e r than the c h i l l y 
green of spr ing . Somehow, a s tubb le p l a in 
looks warm.. . t h i s struck me so much in my 
Sunday's walk that I composed upon i t . 19 
Keats a s soc i a t e s autumn with 'D ian S k i e s ' . Diana, 
in Roman Mythology i s the de i ty connected with f e r t i l i t y . 
Ian Jack a s soc i a t e s Keats ' s Autun>n with Ceres, the Rom.an 
de i ty whose Grecian counterpart i s Demeter. ^^ CereiJ 
stands f o r the gene ra t i ve power of nature whereas Demeter 
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was the goddess of corn and a g r i c u l t u r e . The a t t r i b u t e s 
of a l l these d e i t i e s combine to c r e a t e the benevolent 
de i ty 'Autumn'. Douglas Bush w r i t e s — 
. . . t h e d e l i c a t e p e r s o n i f i c a t i o n s . . . ej<hibit 
Keats ' s myth-making i n s t i n c t at i t s r i p e s t 
and su re s t . 21 
The Keats ian goddess i s b e a u t i f u l and r a d i a n t . Her 
rad iance i s laden with warmth and burs t ing r i p ene s s . She 
r ep resent s the cont inua l growth process . She l i n k s and 
r e l a t e s the seasons to the sun and the Earth, and a l so 
b r i n g s together the three kingdoms — v e g e t a t i v e , animal 
and human. She i s a l l pervading as the s p i r i t of b e n e f i -
cence and gene ros i ty and a l so as the guardian of f e r t i l i t y 
and f r u i t i t ion. U l t imate ly , l i k e a l l other Keatsian 
goddesses , she i s the magni f icent Mother - f i gu re — pa t i en t , 
d i g n i f i e d , tender and l a bo r i ou s . 
The f i r s t l i n e of the ode i s a d i r e c t invocat ion of 
the de i ty 'Season of mists and mellow f r u i t f u l n e s s ' . She 
i s in deep conspi racy with her ' c l o s e bosom f r i e n d ' the 
maturing sun. The sun i s a s soc i a t ed with Apo l lo v^ose 
a t t r i b u t e s inc lude sunshine of spr ing and the b l e s s i n g s of 
harves t in summer and a l so warding o f f the dangers of autumn 
and winter . The two ene rg i e s combine to produce a p a r t i c u -
l a r l y product ive season. The ve r se ga thers together the 
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impressions o£ a misty, autumn morning. The poet beg ins 
from the home — the r e s o r t of the Mothe r - f i gu r e . The 
v ines around tha thatch aves are laden with f r u i t s and 
f l o w e r s . The apple t r e e s in the cot tage ya rd are bent 
with the sheer weight of the f r u i t , which, in turn, i s 
f i l l e d with ' r i p e n e s s to the c o r e ' . The gourds and the 
s h e l l s are swol len and plump. Flowers cont inuous ly bloom 
and the bees work on — 
U n t i l they think warm days 
w i l l never cease , 
For summer has o 'er -br immed 
t h e i r clammy c e l l s , 
( 11. 10-11 ) 
The images are mainly t a c t i l e and s i g n i f y a depth of con -
tended luxur iance and happiness spr ing ing from the f u l l -
ness of l i f e . The Keats ian goddess, though s t i l l i n v i s i b l e , 
i s present amidst the extravagant f r u i t i t i o n and f l o w e r i n g 
l i k e a throbbing pu l se . 
In the second stanza she descends in to the schema 
of th ings and i s v i s i b l e and the scene of act ion extend- to 
the f i e l d s beyond the cot tage yard . L ike the m u l t i - f a c e d 
Earth-goddess Hecate, she i s presented in a number of 
postures — in the granary , r e l a x i n g in between bouts of 
threuhing , in the f i e l d ' sound as leep ' on a furro'J, 
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ba lanc ing h e r s e l f on a b r i d g e across a brook whi le 
c a r ry ing loads of g r a i n and f i n a l l y by the c i d e r - p r e s s , 
watching the ' . . . l a s t oozing hours by h o u r s ' . 
The images are v i s u a l and represent a drowsy 
a f te rnoon . Each of them i s connected with a c h a r a c t e -
r i s t i c occupation of autumn. The t o t a l p i c tu re reads l i k e 
a ca ta logue of seasonal r i t e s . Each r i t e sheds l i g h t on 
some t r a i t of the goddess . She l abours in the granary , 
denoting hard-work, and perseverence. She t ende r l y ' Spa res 
the next swath and a l l i t s twined f l o w e r ' . Thus she 
proves h e r s e l f to be the guard ian s p i r i t and p ro tec to r of 
a l l the f l o w e r i n g and product ive th ings . A g l e a n e r i s 
one who c o l l e c t s the g r a i n l e f t in the harvest f i e l d s by 
the workers. By c o l l e c t i n g a heavy load, she e x h i b i t s 
q u a l i t i e s of s t rength , e f f i c i e n c y and t h r i f t . The l a s t 
p i c t u r e where she s i t s by the c i d e r - p r e s s shows pat ience 
and f o r t i t u d e . 
The l a s t ve r se dep ic t s an autumnal evening. Prom 
the f a m i l i a r f i e l d s , we move on to the d i s t an t h i l l s and 
sk i e s . We are now f a c e d with Autumn, the unhappy goddess 
prepar ing f o r her departure . Now, the poet becomes the 
conso l e r . He t e l l s her 'Think not of them, thou hast 
thy music t o o ' . 
The ' b a r r e d c l o u d s ' r e f l e c t the sun that c o l o u r s 
the f i e l d s with a ' r o s y h u e ' . Thus Apo l l o , the sun-god, 
e s t a b l i s h e s an a s s o c i a t i o n with Autumn. The gna t s , c r i c -
kets , lambs, r o b i n s and swa l lows pay t h e i r t r i b u t e to he r . 
The i r music i s — 
Among the r i v e r swa l lows , 
born a l o f t 
Or s inking as the l i g h t 
with l i v e s o r d i e s ; 
( 11. 28-29 ) 
The r i v e r weeds, swaying in the wind, c a r r y t h i s 
music a l l ove r the wor ld . The picture r e - c o l l e c t s the r i v e r 
weed of the King Midas myth. Apo l l o was c h a l l e n g e d by 
Marsyas, a Satyr , to a music c o n t e s t . The R i v e r - g o d Tmolus 
pronounced Apo l l o the winner . I ^das p r o t e s t e d and was 
punished with donkey ' s e a r s . He h i d h i s de fo rmi ty under 
a t a l l c ap but i t was d i s cove r ed by h i s b a r be r who f ound 
the e f f o r t , of keeping i t a s e c r e t , unbea rab l e . He dug a 
ho l e by the r i v e r and whispered the sec re t in t h e r e . Prom 
tha t same ho le sprang a weed that r epea ted the s ec r e t 
everyt ime i t was r u s t l e d by the winds. 
The message r e l a y e d by the weeds i s not s o r r o w f u l 
but one that in forms the wor ld that Autumn i s not depa r t ing 
but t ak ing par t in the f i n a l r i t u a l of seasona l death. 
•2 - • 
Like the ' g a t h e r i n g swal lows ' that have hopes of a warmer 
land. Autumn, too, i s j u s t launching on a new c y c l e of 
p r o d u c t i v i t y . 
Keats '3 use of mythology in the odes does not 
suggest a d e l i b e r a t e contr ivance f o r the sake of poet ic 
e f f e c t . On the o ther hand he recogn izes and r e c r e a t e s 
mental p r i n c i p l e s which had been present in the mind of 
the e a r l y man and which have been u n h i s t o r i c a l l y documented 
in mythology. Thus he i n s t i n c t i v e l y pe r ce i ve s the commu-
n i c a t i v e re l evance of c e r t a i n ancient d i v i n i t i e s to h i s 
a r t i s t i c purpose, and through t h e i r f i c t i o n a l i s e d e x p e r i -
ences he seeks de l i ve rence from the oppress i ve f o r c e s that 
l i m i t h i s own c r e a t i v e p o t e n t i a l . Mythology l eads him on 
to awareness and s e l f - d i s c o v e r y . I t has become so i n t e g r a l 
a part of h i s c r i t i c a l and c r e a t i v e f a c u l t i e s that he cannot 
d i s s o c i a t e himself from i t . Since man has come many stages 
away from the ancient innocence, the p r i n c i p l e s have to be 
reformed, r e ca s t and at times even added to . The poet suc -
c e s s f u l l y accomplishes i t by adding to the e x s i t i n g mytho-
logy and even c r e a t i ng new myths. 
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CHAPTER V I I 
C O N C L U S I O N 
.-y V ZrH / 
One of the major concerns of a l l the g r ea t Romantic 
poets was to i d e n t i f y the ene rg i e s and impulses at the 
r oo t of a l l f e e l i n g and conception and to b r ing them in to 
conscious coherence with o b j e c t i v e exper ience . Keats 
b e l i e v e d that the a r t i s t does not n e c e s s a r i l y proceed to 
the roo t by the s implest path. His a r t i s t i c i n t u i t i o n 
l e d him to the e lemental forms of nature and human l i f e 
inco rpo ra ted in mythology. 
Be fo re the Romantic Rev iva l , mythology had been 
used f o r deco ra t i ve and a l l e g o r i c a l purpose on ly . During 
the nineteenth century, the mytho log ica l imaginat ion was 
reborn and mythology was remodel led with symbolic o v e r -
tones . Keats ' s use of mythology i s d i f f e r e n t from i t s 
use by some other second generat ion Romantic poets . 
She l l ey and Peacock gave i t the shape of an i d e o l o g i c a l 
c u l t serv ing t h e i r oppos i t ion to p r e v a i l i n g s o c i a l and 
p o l i t i c a l t r ends , 
Keats ' s use of mythology i s much more persona l and 
without any such e x t r a - l i t e r a r y des ign . Apart from h i s 
boyhood f a v o u r i t e s v i z Andrew Tooke's Pantheon, Lemp--
r i e r e ' s C l a s s i c a l D ict ionary and Spence's Polvmetis , 
f ragmentary a l l u s i o n s encountered in the works of Spenser, 
Chapman, Mi l t rn and Shakespeare, he lped him to f u r t h e r h i s 
knov/ledge of C l a s s i c a l Mythology. 
Keats d id not know Greek. In a l e t t e r to Reynolds 
d a t e i 27 A p r i l 1818, he wrote — 
I long to f e a s t upon o l d Homer I f you 
understood Greek and would read me passages 
now and then, exp l a in ing t h e i r meanings, 
' t would be, from i t s mis t iness , perhaps a 
g r e a t e r luxury than reading the th ing one-
s e l f . 1 
I t was p r e c i s e l y t h i s ' m i s t i n e s s ' which made 
mythology a l l u r i n g as we l l as awe - i n sp i r i ng to the poet. 
He d id not need r i g o r ou s s cho l a r sh ip and deep meditat ion 
of c l a s s i c a l t e x t s to reach the na tu r a l temper and s p i r i t 
of c l a s s i c a l mythology. Keats was wor r i ed that he had 
touched mythology ' too l a t e in the day' . However, by the 
end of h i s ca ree r he had achieved almost a consanguin i ty 
with i t . The images, f i g u r e s , r i t e s , r i t u a l s , myths, 
legends, archetypes that Keats encountered in h i s e a r l y 
reading were absorbed in to h i s mind and as he matured were 
processed and c r y s t a l l i z e d into a mythic v i s i o n . This 
mythic v i s i o n supp l i e s the primary pattern f o r h i s mythic 
as we l l as non-mythic poetry . 
In one of h i s l e t t e r s , Keats desc r i bed h i s doct r ine 
of Negat ive C a p a b i l i t y in the f o l l o w i n g words — 
I t s t ruck me, what q u a l i t y went to form a 
Man of Achievement e s p e c i a l l y in L i t e r a t u r e 
and which Shakespeare possessed so enormously 
— I mean Negat ive C a p a b i l i t y , that i s when 
man i s capab le of be ing in u n c e r t a i n i t i e s . 
Myster ies doubts, without any i r r i t a b l e r e a -
ching a f t e r f a c t and reason — Co l e r i dge , f o r 
ins tance , vjould l e t go by a f i n e i s o l a t e d 
v e r i s i m i l i t u d e caught from the Penetra l ium of 
mystery, from beiiig incapab le of remaining 
content with ha l f knowledge. 2 
This doc t r ine supp l i e s the base f o r h i s mythic v i s i o n . 
Myths r eco rd the primary unconscious process of shaping 
human responses to the v a r i e d cond i t i ons of l i f e . In 
mythology there i s no ' i r r i t a b l e reaching a f t e r f a c t and 
reason* . The ' f i n e i s o l a t e d v e r i s i m i l i t u d e ' may be 
equated to an archetype. The p o e t ' s mythologiz ing imag i -
nat ion a l l ows him to remain ' content with ha l f knowledge ' . 
I n s t i n c t , i t may be concluded, serves as the ch ie f gene -
r a t i v e agent in K e a t s ' s poetry-making process . 
Keats uses the term 'Poesy ' to de sc r i be t h i s process . 
During t h i s exper ience , the poet f a l l s in to a t rance or a 
draam and only i n s t i n c t c on t r o l s the opera t ion of the c r e a -
t i v e f o r c e s . I n s t i nc t gu ides him to the most ancient 
source of i n s p i r a t i o n v i z . mythology. Mythology prov ides 
him with substance not only f o r h i s poetry but a l s o f o r h i s 
phi losophy. I t he lps him to conquer weakness of the mind 
and soul and thus strengthen h i s a r t i s t i c ap t i tude . Mythology 
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l e ads him to a deepened understanding of man and the 
un ive r se . Thus, emerges the conc lus ion that Keats i s 
e s s e n t i a l l y a myth-maker. He i s a t t r a c t e d p r ima r i l y to 
mythology and mythologiz ing as the very means of compre-
hending and communicating h i s a r t i s t i c exper ience . 
The two systems of mythology that have i n f l u e n c e d 
him in p a r t i c u l a r are the Greek and Roman systems. Traces 
of B i b l i c a l and Hindu mythology can a l so be found in h i s 
poet ry . However, he does not r i g i d l y f o l l o w any given 
system of mythology. He r e t e l l s myths as though are h i s 
own c r e a t i o n s . This g i v e s him the l i c e n s e to f r e e l y mingle 
the d i f f e r e n t systems, to add or de l e t e events and i n c i -
dents wherever i t s u i t s him. At t imes, he even breaks 
the b a r r i e r s of time and f o r the purpose of express ing an 
i dea c l e a r l y , he b r i ng s together d i f f e r e n t mytholog ica l 
s tages and presents them as c o - e x i s t e n t . He f r e q u e n t l y 
i n t e r k n i t s smal le r myths in the framework of the major one. 
I t i s p o s s i b l e that Keats was not always consc ious 
of the f u l l p o t e n t i a l and re l evance of every mythic image, 
a l l u s ion and archetype that he used in h i s poet ry . However, 
as mythic images, a l l u s i o n and archetypes have t h e i r own 
unconscious o r gan i za t i on and des ign, they were e a s i l y and 
e f c e c t i v e l y absorbed into h i s poetry . 
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Keats used h i s long poem Endyinlon as a t e s t of h i s 
powers of invent ion . Endymion's quest can be de f i ned as 
a venture of the p o e t ' s mind into i t s own hidden depths. 
I t h i g h l i g h t s the profound s ens i t i v enes s of Keats to 
ancient mythology. I t a l so f o cuse s on the high i n t e n s i t y 
of the p o e t ' s need to achieve an imaginat ive re turn to the 
coo l , chaste , wor ld of the pas t . The quest of Bndymion 
i s r e a l l y the quest of Keats f o r h i s medium as we l l as 
a e s the t i c g o a l s . At the end of h i s quest t h i s medium i s 
i d e n t i f i e d as mythology. Mythology f u r n i s h e s him with the 
mode f o r vo i c ing h i s inner impulses and c r a v i n g s . Myths 
are t r e a t e d as authent ic records of h igher exper i ences . 
The importance of Endymlon. i t may be observed, l i e s in 
the development of the p o e t ' s mythic v i s i o n . 
Keats had intended to use the myth of Hyperion as a 
v e h i c l e f o r d e f i n i n g the law of p rog ress . However, the 
recur rence of the archetypes of c y c l i c a l r e b i r t h , the Great 
Goddess, the f e r t i l i t y hero, the green bower, e t c . imposed 
a c i r c u l a r s t ruc tu re on the poem. As d e f i n i t i o n of the 
law of p rogress , the movement should have been in terms of 
an upv/ard ascent . Hyperion i s a d i scuss ion of the 
mythical dimensions of the theme whereas The P a l l f u r -
n i shes i t s p sycho log i ca l dimensions. 
w^ ^ 
Poetry f o r Keats i s not the mere l i t e r a r y render ing 
of i deas but a comprehensive c o g n i t i v e c r y s t a l l i z a t i o n of 
r e l a t i o n s h i p s of l i f e i t s e l f to a l l i t s primary forms v i z . 
the elements i . e . ea r th , a i r , water , f i r e , to love , to 
death, to a l l the agonies of the human hea r t . Mythology 
se rves as the sensual and f e r t i l e metaphor f o r h i s poe t i c 
v i s i o n . In h i s treatment of the myth of Hyperion the 
poet o f f e r s a mytholog ica l e l a t o r a t i o n of h i s own poet ic 
d e s i r e s . 
The dominant mot i f s of Keats ' s ep i c s can be l o ca ted 
in h i s o ther poems a l s o . Mythic images are inco rpo ra ted 
spontaneously in h i s poetry . That he can modulate them 
to su i t sub t l e as w e l l as dynamic contexts shows the range 
of h i s mythic s e n s i b i l i t y . K e a t s ' s b a l l a d s and romances 
a re a reworking of the t a l e s of r i t u a l o r i g i n s . Other 
poems, e s p e c i a l l y the ones adressed to or i n s p i r e d by 
Panny Brawn, h i s be loved , present an i n t e r l o c k i n g of 
pe r sona l , p sycho log i ca l impulses with mythical images, 
s t ruc tu r e s and archetypes . 
The hero ines of 'The Eve' and ' I s a b e l l a ' are 
chas te and v i r tuous women. These pure v i r g i n a l a t t i t u d e s 
r epresent but one aspect of the Great Goddess. In a s h i f t , 
she becomes the death goddess . In the process of p rotect ive 
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s e l f - d e l u s i o n , she i s ult i ir .ately r e s p o n s i b l e f o r the de s -
t r u c t i o n of the hero . Lamia and the B e l l e Dame represent 
t h i s e v i l aspect of the Great Goddess. 
So deep was K e a t s ' s preoccupation with these roman-
t i c archetypes that he t r anspo r ted them in to h i s own s i t u -
a t i on . In the poems addressed to , o r i n s p i r e d by Fanny 
Brawn the same mot ivat ions a re seen at work. Panny i s 
c a s t as a charac te r in h i s l a r g e r mythical p l o t . She 
sub t l y b lends with the Great Goddess and assumes at times 
her bene f i c en t and at times her c h i l l i n g aspects . Keats 
becomes sometimes her votary and sometimes her ' t h r a l l ' . 
In the major odes, Keats ' s use of mythology does 
not suggest a d e l i b e r a t e cont r ivance f o r the sake of mere 
poe t i c e f f e c t . On the other hand he r ecogn i se s and 
r e c r e a t e s mental p r i n c i p l e s which had been present in the 
mind of the e a r l y man. He, i n s t i n c t i v e l y , p e r ce i ve s the 
communicative re l evance of c e r t a i n ancient d i v i n i t i e s to 
h i s a r t i s t i c purpose, and through t h e i r f i c t i o n a l i z e d 
exper iences he seeks de l i ve rance from the opp res s i ve f o r c e s 
that l im i t h i s own c r e a t i v e p o t e n t i a l . 
Mythology l eads him on to awareness and s e l f - d i s -
covery . I t has become so i n t e g r a l a part of h i s c r i t i c a l 
and c r e a t i v e f a c u l t i e s that he cannot d i s s o c i a t e himsel f 
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f rom i t . Since man has come many stages away from the 
ancient innocence, the p r i n c i p l e s have to be reformed, 
r e c a s t and at times even added t o . The poet s u c c e s s f u l l y 
accomplishes t h i s by adding to e x i s t i n g mythology and even 
c r e a t i ng new myths. 
One p a r t i c u l a r Greek d i v i n i t y appea ls g r e a t l y to 
Keats — Apo l l o . In t h i s golden god, he d i scove r s mani-
f e s t a t i o n s of i d e a l t ru th and beauty and f i n a l l y adopts 
him as a persona l symbolic d e i t y . Perhaps a very persona l 
a f f i n i t y i s at the root of i t a l l , f o r Apo l lo i s the god 
of medicine as w e l l as poetry and Keats himsel f was an 
apothecary and a poet . In any case the incomparable 
beauty, high mora l i ty , the f r e s h , r ad i ant a t t r i b u t e s of 
the god capture the heart of the poet and make him a symbol 
of h i s h ighest v a l ue s . Apo l lo occurs in h i s poetry as the 
embodiment of a r t i s t i c i n t e g r i t y and the h ighest form of 
beauty. 
One of the archetypa l f i g u r e s that Keats e s p e c i a l l y 
r eve r e s i s the Mothe r - f i gu r e . She occurs in every mytho-
logy of the world. I n f a c t , the very foundat ions of Greek 
mythology have been t r a ced to he r . ^ She i s many - t i t l ed 
and u n t i l the coming of the Aryans, she r e i g n e i suprere over 
the other d e i t i e s . She i s immortal, change less and omnipotent 
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and motherhood i s her prime a t t r i b u t e . She i s a l s o l i nked 
with the seasons. In spr ing , she i s a maiden and g i v e s 
b i r t h to new buds and leaves , in surmmer she i s a nymph and 
bea r s f r u i t and in the winter she i s a crone who has ceased 
to bea r . A l l female f ami l y a s soc i a t i ons can be t r a c e d to 
her . In K e a t s ' s poetry she occurs v a r i o u s l y as Cynthia, 
Mnemosyne, I^neta , Cybele, Maia and Psyche. She i s the 
a rchetypa l g i v e r of comfort and so lace and the a rchetypa l 
wise guide to whom the b r u i s e d and wounded hero tu rns again 
and aga in . 
Sometimes she appears in her e v i l aspect . Then, 
she i s the f a t a l enchantress , one who l u r e s and des t roys . 
A l l of K e a t s ' s women can be ca ta logued as r ep resent ing one 
or the o ther of her aspects . Through complex i n t e r -
r e l a t i o n s h i p they combine to evoke her magnaninx)us s t a tu re 
as the Goddess of Many Aspects . 
The f a t h e r - f i g u r e , too, has a s p e c i f i c s t a tus in 
K e a t s ' s mytholog ica l poems. He appears v a r i o u s l y as 
Glaucus, Saturn, Apo l lon ius and the o l d beadsman. In a l l 
the s i t ua t i on s he extends e t h i c a l support to the younger 
man. In the reconst ruct ion of the r i t u a l c ircumstances 
to f i t a new analogy, once the r o l e of the f a t h e r had been 
recognized , the archetypa l f a t h e r - s o n combat had a l s o been 
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recogn ized . Keats, s i g n i f i c a n t l y a l t e r e d the archetype 
by exc lud ing the v i o l ence a s soc i a t ed with the combat. 
Success ion, in h i s poetry, i s c y c l i c a l and g ene r a t i v e . 
This a l t e r a t i o n may be a r e s u l t of Kea t s ' s consciousness 
of h i s own orphaned s t a t e and a l so of the i n t u i t i v e p r e c -
l u s i on that he was to d ie s i n g l e and c h i l d l e s s . 
The archetypa l green bower has r e gene r a t i v e conno-
t a t i o n s . Love i s u sua l l y consummated in such bowers. The 
bower i s l i nked to the death and r e b i r t h of v ege t a t i on . 
In K e a t s ' s poetry, the myth comes to represent the cons -
t a n t l y changing s t a t e of man. Sometimes man i s c r e a t i v e , 
g ene ra t i v e and cons t ruc t i ve and at o ther times he i s e v i l , 
degenerat ive and de s t ruc t i v e . This complexity of human 
nature d e f i e s coherent i n t e r p r e t a t i o n and can bes t be 
presented as the ever -dy ing and e v e r - r e v i v i n g god of vege -
t a t ion. 
Trees , in Kea t s ' s mythic v i s i o n are the imirortal 
h i s t o r i a n s with o r a cu l a r p r o p e r t i e s . Water r ep resent s the 
l i f a s p i r i t , i s the symbol of c r e a t i v i t y and a l so the 
medium of p u r i f i c a t i o n . A l l v ege ta t i on i s nour ished by 
water and man i s reborn of water and the s p i r i t . A i r 
r ep resents the a e r i a l o r s p i r i t u a l ascent that recharges 
the i n t u i t i o n . The f o u r elements, earth , water, a i r and 
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f i r e are u s e i to connect the mortal and immortal wor lds . 
The recur rent quest — archetype represents the search of 
the poet f o r the l o s t i n s i g h t s of the modem man. 
John Keats emerges as a g r ea t poet with depth, 
i n s i g h t an i n t u i t i v e and understanding of the world. He 
f u l l y subsc r i bes to the Romantic a s se r t i on that i t i s the 
j o b of the poet to reform the co r rupt and degenerate modern 
wor ld . I h i s he s t r i v e s to do through the i n s t r u c t i v e 
archetypes and symbols de r i ves from mythology. Keats d ied 
a t the age of twenty - s ix . Ihroughout h i s shor t ca ree r , 
h i s work as constant ly deve loping and evo lv ing . His 
a r t i s t i c i n t u i t i o n not i n f r e q u e n t l y approximated a h igh 
maturity and a l s o provided profound i n s i g h t s . So much so 
that, i t i n f l u enced the poetry of W. B. Yeats, an I r i s h man 
who was bom almost th r ee - qua r t e r s of a century l a t e r . 
In a commerrorative poem, Yeats wrote about Keats — 
His a r t i s happy, but who 
knows h i s mind ? 
I see a school boy when 
I think of him 
With f a c e and nose pressed 
to a 3v«*9et-ahop window. 
For c e r t a i n l y he sank 
into h i s grave 
His sense and h is hear t 
u n s a t i s f i e d . 
And made — being poor, 
a i l i n g and ignorant 
Shut out from a l l the 
luxury of the world. 
The c o a r s e - b r e d son oP 
a l i v e r y - s t a b l e keeper — 
Luxur iant song. 4 
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